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Background and Application 1

CONCEPTS THROUGH PROCESS
Arts Curriculum Guidelines

PURPOSE

CONCEPTS THROUGH PROCESS is a design for thinking about and organizing arts experiences for ALL studants. Thers ars three
emphases

- Engaging students and teachers in an expansion of their notions of the ans

- Helping them 1o feal, ses, hear, and synthesize the relatedness of each art to each other art through the working/learning
process shared by peopls involved in the ans

- Infusing the behaviors gained through arts-derived expariences into the educational and societal lite of every student and
teacher.

PREMISES

CONCEPTS THROUGH PROCESS is basad on the following premises:
» A concept cannot be taught. It is a complex of feslings, ideas, knowledge, and external pressures that takes form
and is held covenly by an individual.
« Such formation takes time and is only aftained through many experiences which involve the person intellectually,
socially, physically, smotionally, spiritually, and aesthetically.
« Every person at every level of development can experience the arts in a personalized way.

» The arts are not separate from people’s lives but an integral part of choice making, working and learning, enjoying
and living. They are the humanizing factors of life.
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Background and Appiication 2
INTENT

CONCEPTS THROUGH PROCESS is designaed to present ten major arts concepts; some evocative thoughts about them; some
ways of working with students so that the students will form the concepts; and a means for svolving an ARTS IN EDUCATION program.

The concepts, you will find, are closely interrelated, indeed, some of them overiap to the degree that two or more of them may be
developed 10 some level of sophistication through the same set of experiences.

The concepls are stated for planning purposes only. At no time is the student expected 1o say the concept as it is worded.

The same concept may be the basis for a kindergartner's or for a senior high school student’s experiences. The difference is in the
complexity or sophistication in the focus of previous experiences. This is the reason why you will not find any grade levels or age
levels indicated; i.9., if the high school student has had no experiences in composition, then that student is ready for an experience
such as 7.4 "Music-Complementary Experiences in the Arts.®

Some of the sxperiences may sasily bacome, through ravision, the slements of mini courses, OR student-initiated research. Using
one of the music experiences again, the second example under 3.1 "Music-Complementary Experiences in the Arts,” suggests:

*Leam to play a recorder; form an ensembie; leam to play music by Purcell, Orlando Gibbons, and composers of the classical
period (Haydn, Mozar): try composing or improvising in a contemporary manner with your recorder ensemble. . .

Such an experience requires an extended pericd of time and could be developed as a course for students who have shown little
interest in playing with the band or orchestra. This experience could be adapted to listening although such an adaption would remove
some of the activeness of the participation.

There are many such examples throughout CONCEPTS THROUGH PROCESS which require thought and imagination by the
teachers who are doing the planning-thus, the term *"Working Paper.”

There are accompanying questions, but these are only suggestions of topics for discussion, for further research, for continued
pursuit by the students.

There are examples given of composers and compositions, but they may not be the right’ ones for your students at their particular
age or sophistication. You will have to select others that do fit.

Q
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Background and Application 3

The smphasis is on experience which connotes a s ies of svents and actions which invoive students in
percelving with discemment
recognizing their inner responses
understanding empathatically
creating sxpressively
svaluating and
developing skills

An activity is more singularly focussed and is, as such, a part of an experience.
if you are going to provide arts sxperiences for students, you will need many resources that go beyond the reference book and film
category. You will need

1. older students to work with younger students

2. artists, artisans, and enjoyers from your community and beyond

1. in your community where students may interact with artists, crafts pecple, develop particular skilis, sxpand their concepts

2. In your buiiding whers arts events may take place
3. in your classrooms where exhibits, demonsirations, quiet contemplation may take piace

thinga:
1. o use
2. to demonsirate
o 3 foexempliy -
FR]C 4 totranscend the ordinary {




Background and Application 4
EVALUATING

In all instances the active involvement of the student in the Iearning and working process of the creative person is baing sought.

Atthough a product will frequently be the outcoma of that involvement such is not always the case. Therefore an expanding set of
criteria for evaluation is needed.

Such measures evolve through:
» dialogue with the students as 1o what they felt, learned, or need to know
» the keeping of journals or portfolios by both students and teachers
(exemplars of various experiences at difterent developmental levels) providing a continuum from year 1o year
xR
« through noting such positive behaviors as:
- students initiating projects, research, and experimentation
- students working diligently to perfect skills, understand fully the implications of an idea, event or work, or
seeking other ways of expressing the same thing
- students establishing personalized styles
- students sharing insights with other people.
There are other measures, of course, and you will want 10 note them and put them in some kind of order for purposes
of reporting progress to the students themselves, their parents, and the educational and civic community.
*. . . we should first establish the qualitative experiences we wish our students to participate in, and then see
what we can devise for assessing how well they succeed.”

Arnold Berleant
Education as Aesthetic Process

Journal of Aesthetic Education
Vol. 5, No. 3




Background and Application 5

SOME SUGGESTIONS

Some of the "Arts Experiences"® are quite complex. You may want to form teams to work out the details.
You will also note that the Arts Experiences conform to three different constructs:
1. Two or more of the arts are combined in one experience in which the experience is the product
2. Experiences in the separate arts are added one by one, building to a combined experience
3. A series of experiences in the separate arts each providing the same conceptual framework.

Pull the cards from the packet and compile them with your own ideas.

You may build your program by putting the various components together, adding different facets, and adjusting these
for your students’ purposes.

Editors’ Note: The filecard format of the "Arts Experiences” was selected to enable teuachers 10 use the activitiu®
separately and in combination, and to add their own arts experiences on readily available file cards.
The cards in the set are color-coded according to arts modalities for easy return to the file.




Concept ©& 1

coNcerT O

Artists invent and develop vocabularies, tools, and systems in the artistic process.

To begin a train of thought . . .

how Is the artistic expression recorded so that others may perceive it? when you need something and can find it, you
make fup a word, a sound, an image, a symbol when a system or action has meaning the word makes sense (between
us) ping pong it a little faster no artistic vocabulary ever means exactly the same thing as it did to the arlist a piece of
grass becomes a brush meanings in a given situation analysis of the play a directorial system--Stanislofsky Graham

English allegro, largo, fermata bas-relief

ul)




Conceptaz

coNCePT &

Artists invent and develop vocabularies, tools, and systems in the artistic process.

WHY NOTATE?

Work in groups of three--an originator, a doer, and an observer. While the observer has his or her eyes closed, the
originator shows a movement pattern 10 the doer to perfect the sequence. When the doer thinks the sequence is learned
well enough, the doer then “teaches” it to the observer. The originator becomes an observer, allowing the doer to
communicate the pattern to the person whose eyes were closed. Discuss and compare the dance as the originator felt i,
as the doer felt it , and as the observer feit f. What happened to it as it went from one person to another? What coukd have
been done 1o transfer the spirit and form more completely? Try a similar procedure with a sound pattern, a poem, a
dramatic scens. (The "observer" could be thinking about one of these while the "originator” and "doer” are working
fogether.) Having observed some of the difficulties that arose when you tried to communicate your ideas fo others, work
out a system of notation or investigate those that have already been established for this purpose.

11




Concept @ 4

conceprT ©

Artists invent and vocabularies, tools, and systems in the artistic process.

ARTS EXPERIENCES

Notes: Because every ant process has inherent tools, systems, and vocabularies, knowledge of which provides
students with greater range of means to accomplish the goals they have established for themselves,
numerous experiences can be identified in each of the arts. This does not mean that the use of all tools and
the steps of all processes or systems must be leamed before the student can set about expressing an idea
or feeling. The important aspect of this concept is the recognition of "need-to-know™ and, in some cases,
the "need-to-invent” ways of communicating procedural information. The factor of way-of-doing should be
part of the student’s goal and shoulkd be encouraged through dialog between the student and the teacher.




Concept § 3

coNcerT @

Artists invent and develop vocabularies, tools, and systems in the artistic process.

POINTS OF DEPARTURE

View a film such as "Junkyard” (Baily Film Associates) without the sound. Discuss the feelings, ideas, and percepts that
evoived as you saw the fiim. Now see it again with the sound. Were your feelings, ideas, and percepts changed when the
sound was added? Select a section of the film and show just that section to another group of students. How are their
ideas, feelings, and percepts the same as or different from yours? What caused the sameness or Jifferences? Do you
think this film was ediled-in-the-camera or on an editing machine? How did the movie maker go about planning the film?
How did the movie maker achieve visually and auditorily a conceptual framework? You may want 1o follow-up your
discussion with the study of McLaren’s film on fiimmaking. Select a short science film and after viewing it, prepare a sound
tape that produces a mood (i.e., horror, merry making, contemplation) and show the film again with its new "sound track.”
Discuss the audiovisual inferrelationship and the meaning that is achieved. As ideas developed, how did you keep track of
them? What did you need to know?

13




Concmt‘S

cONCEPT ©

Artists invent and develop vocabularies, tools, and systems in the artistic process.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

The most direct relationship is by way of the recognition of how and why we use symbols to communicate ideas fo others.
it is with the concepts of encoding and decoding abstract systems that students are confronted when they read, compute,
notate chemical and physical changes, make and read maps, charts and graphs, and every time they put a mark on a piece
of paper. Reading the "notes” of the choreographer, the composer, the drama director, and the scenic designer and the
still more abstract systems of the visual artist are all part of the same process.

Pt
-
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Concept © 3

CONCEPT Q

The audience’s undsrstanding ana appreciation of a work of ant relate directly and primarily to the open experiencing of the work. This
openness permits understanding and appreciation to be creative acts in themseives.

ARTISTIC GROUPS

Arrange for artistic groups 10 interact extensively with students and teachers, e.g. a dance, music, or drama enssmble that works
improvisationally might use the following structure for their activities:

1.

5.

The ensemble and teachers discuss improvisation:

a. its characteristics and ingredients.

b. the necessary rapport among participants.

c. origin of structure and its function.

The ensemble performs one or more of its improvisations for the total participating student population.

Various members of the ensemble work with small groups of students helping them to become responsive and sensitive toward
one anothsr, the anl form, and improvisation within that art form.

(This may comprise a number of s6ssions.)

The snsemble performs one or more of its improvisations for the total student group again so that students can observe how
within the same structure two differant outcomes result. If the group has been able to spend an extanded period of time with the
students, it may be possible to include some of tha studants in the parformance or o include a student structured improvisation.
Teachers and studants contir.ue their work with an occasional ‘drop in’ by one of the ensembie members.

Arrange for field experiences in the ars

. Visiting studios and galleries, affilliated occupations (interior decorating or upholstery shops, catering services, print shops,

commercial art and exhibit designers, etc.).
Attending a rehearsal.

- Attending a master's class. ~
;. Selecting works for an exhibit or program in the school. i J



Concept © 2

CONCEPT &

The audience's understanding and appreciation of a work of art relate directly and primarily to the
open expenencmg of the work. This openness permits understanding and appreciation to be
creative acts in themselves.

AESTHETIC CORNER

Arrange for and maintain a continuously changing aesthetic comer:

. In a corridor, a section of the resource center, in classrooms.

Include exemplars from several of the ans at once.

Include exemplars of various styles, forms, and organizations.

include films, slides, tapes by using rear screen projection booths or carrel arrangements.

include artists (both men and women, of various ethnic and cultural groups) actually working in their particular ar.
Include times when students and artists can interact.

LR R
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Concept Q1

CONCEPT &

The audience’s understanding and appreciation of a work of art relate directly and primarily to the
uvpen experiencing of the work. This openness permits understanding and appreciation to be
creative acts in themselves.

To begin a train of thought . . .

can the reception of an artwork be prescribed? do all people "see” things the same? hang loose are there ways fo help
people to experience works without prescribing? what if people dont like the work? what does it mean to like or not ike?
WOW will it grow? what is meant? "A great poem is like a mortal wound,” Robert Frost an experience with a work of ant
means that | am never the same again it has caused a change in me | may not recognize yet what that change is the
change in you may be different

17




Concept Qa4

CONCEPT &

The audience's understanding and appreciation of a work of art relate directly and primarily 10 the
open experiencing of the work. This openness permits understanding and appreciation to be
creative acts in themselves.

ARTS EXPERIENCES

Notes: Bringing students, leachers, artists, and their work together for open experiencing of an art form requires
thoughtful planning. 1t is just as easy fo develop a negative concept about an artistic style, form, or
organization as it is to develop a positive concept. In addition there are societal, cultural, and. possibly,
educational pressures that have already begun the establishment of bias toward artistic expressions.
Obtaining community support and participation is, therefore, quite important.

1N



ConcathS

CONCEPT &

The audience’s understanding and appreciation of a work of art relate directly and primarily to the
open experiencing of the work. This openness permits understanding and appreciation to be
creative acts in themselves.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

The directness of the relationship is dependent upon the topical programming. The "aesthetic cormners” may incorporate
concepts evolving from environmental, political, social, or economic concerns. Mathematics and science concepis are
important components of kinetic sculpture and electronic music. The fieid experiences provide means by which
understandings of function and design within the ‘practical’ arts can be developed. Through careful selection of the

participating groups, intergroup concepts can be emphasized.

19



Concept x4

CONCEPT ¥
Individuals and groups develop unique means and forms of artistic expression affected by their own
experiences and culture.

To begin a train of thought . . .

do we all see the same things in the same way? do we all have the same things to see or feel or hear or tasie? are we
influenced by natural surroundings? dances and music sometimes seem {0 emulate animals or things in the environment
what is around me? why Is it around me? what influences do beliets, superstitions, myths have on the way we express

ideas and feelings? what about daily engagement in work or play, social conventions, station, or attitudes?

Y




Concept 3 2

CONCEPT ¥

Individuals and groups develop unique means and forms of artistic expression affected by their own
experiences and culture.

OUR OWN FORMS

Using a social, political, economic, geographic, or historic theme of contemporary import, groups of students assemble
environments which interpret and communicate their feelings and understandings through shapes, colors, textures,
sounds {instrumental, environmental, words, syllables, etc.), and movement. if each group works with the same theme,
the sharing of other groups' endeavors brings out comparisons of the uniqueness of each 'product.’ if different themes
are chosen by each group, the discussion may center on the individual's personal responses to the environment, bringing
out the idea of ¢ :e uniqueness of each person within a given environment. Discussion may also focus upon the success
of the endeavc: in communicating or interpreting an idea through symbolism or objective information. Where and why
particular symbolism or objective information was used are topics for discussion also. It is important that students
recognize the fact that the group effort is possibly different from that which may have been produced by an individual.

21




Concept X 3

CONCEPT ¥

Individuals and groups develop unique means and forms of artistic expression affected by their own
experiences and culture.

FORMS OF OTHER CULTURES

Assemble an image-sound-texture-aroma-taste experience that focuses upon a panticular culture or time period within that cuiture’s
history. Take into consideration. 1. living patterns as evidenced in home construction and dally routines or rituals (such as the
Japanese 1ea ceremony or traditional shapes given o breads); 2. the language patterns and tones as well as the patterns of
movement seen and felt in the dance and heard in the music; 3. the visual patierns used in decoration, shape given to clothing,
omamentation: and 4. the celebrations or ‘religious’ rifuals practiced by the people.

Arrange fo participate in a number of different experiences within the plannsd environment. On one occasion listen o folk tales and/or
postry; another time learn a dance and/or develop one of your own; at still another time, begin working upon 2 textile design which
incorporates the techniques (i.e. batik, tie dyeing, silk screen) frequently used by the people; {to use the symbols or pafierns of
another culture may produce a pret'y product that has litie personal meaning); at another time, compose music using instruments and
musical scale of the culture: an+., at still another tims, rearrange the whoie environment because your expariences, research, and
thinking has brought a new, mor.: complete concept of the culturs.

O

Yy ¢
22




Comept*4

CONCEPT ¥

Individuals and groups develop unique means and forms of artistic expression affected by their own
experiences and culture.

ARTS EXPERIENCES

Notes: OUR OWN FORMS--Deliberate grouping by sex, race, or ethnic background, each group working with the
same theme may bring out pertinent perceptions of group identification and image.

FORMS OF OTHER CULTURES--Whereas such an environment could be used to motivate research and
expression by both secondary and elementary students, the assembling effort could also be a synthesizing
experience for the oider students as they prepare the environment for younger students.

a3
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Concept *®s

CONCEPT ¥

Individuals and groups develop unique means and forms of artistic expression affected by their own
experiences and culture.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

The themes or topics for such environments is limitiess, ranging from historic, geographic, economic, social, and political to scientific
and ecological. Architectural features and home building details provide ties with industrial arts {particularly those secondary programs
which center on carpentry, planning, and building). Textile and clothing design, home planning, and food preparation provide
integrative experiences for home economics. Counting, computational, and measurement systems link the arts experience to
mathematics in obvious and subtle ways. Hearing the rhythm, tons, and flow of the spoken language may elicit interest in learning the
language and certainly overcoms the ‘strange-thersfore-funny sound* syndrome amung students. Such experiences will help modern
and classical language students to understand better the culture of the people who speak or spoke the language. Reading skills are
reinforced and developed in a variety of ways, a few of which are obvious in 1. the amount of research (with the vocabulary building,
comprehension skills, and interpretation this implies) that must be done to produce such an snvironment and 2. will be motivated by
experiences within the snvironment. Excited students will be producing their own reading materials as direct outgrowths of their
experiences. Other language skills are developed in the poetry and story writing that is planned into the experiences. Listening with
discernment becomes a natural and essential activity.




Concept ¥ 1

CONCEPT ¥

People's play, entertainment, ceremony, and ritual may involve those people in aristic processes
and as such constitute a portion of their an.

To begin a train of thought . . .

participatory and communal or social experiences part of ant, of cullure people story telling folk art importance a culture
attaches to a ceremony understanding people frequently documented Ukrainian Easter Eggs Kabuki Theatre country-

weslem jazz Mummers Parade Mardi Gras weddings The Mass quilting bee

'
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Concept & 2

CONCEPT ¥

People’s play, entertainment, ceremony, and ritual may involve those people in artistic processes and as such constitute a
portion of their art.

DEFINING THE DIFFERENCE

Learn some of the dance steps that have been popular during a particular period. investigate the customs of dress and interior design
and pertorm them together in that spirit. (recreation) Working in groups, choreograph a sequence of tap steps, stomps, high kicks, and
Jazzy grapevine steps. Imagine a theatre or club environmant and perform for the other groups. (entertainment) Analyze a known ritual
(wedding ceramony, graduation, religious) and decide on appropriate movements, imagine the environment and perform. (ritual)

A CELEBRATION

Plan a celebration—of fesling and sensing, of nature, of seasonal cycle, of people--that will invoive the schoo! as a community giving it a
communal spirit and transcend everydayness. Each class may generate its own celebration ideas. Give consideration to what each
person can do fo build a vocabulary of joy and celsbration, to build each act or happening as an explosion into the beautiful and the

iMtense with everyone participating.

A RITUAL
Croate a "beastie.” List the p~~s of the creature with each part becoming the responsibility of a membar of the class--one person for
sach foot, one for sach leg. oli..rs the body, eyes, sars, mouth. Assemble the "beastie” as a ritual with appropriate decorum, chants,
Q o, lighting, movemants. You may want to design your ritual in a more serious vein as an outgrowth of human résponse or as an
ER| Cy against a contemporary situation. What is the function of ritual in our lives? What kinds of ritual do we participate in? What is the
G aTeance between routine and ritual? Do aii peopies have rituais? Has every culture har rituals? L b’
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CONCEPT ¥

People's play, entertainment, ceremony, and ritual may involve those people in artistic processes
and as such constitute a portion of their art.

ARTS EXPERIENCES

Notes: This function of the aris in the lives of humankind Is frequently neglected as a possibility for developing
aesthetic sensitivities. Student interest in their heritage can be developed through the study of ritual,
celebration, and recreation. The experiences described are just openers and the “celebration” Is
mentioned as an alternative to the traditional annual performance.

s
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Concept ¥ 4

CONCEPT %

People’s play, entertainment, ceremony, and ritual may involve those people in artistic processes
and as such constitute a portion of their ant.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

in addition to the historical and philosophical relationships, celebrations of the type mentioned here can help to emphasize
positive community action and good citizenship.

2
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Concept % 1

CONCEPT ¢

Artists develop sensitivities and disciplined skills in their search for unique and uitimate forms of
expression.

To begin a train of thought . . .

do ideas for creative work always come spontaneously? work work work joyous work practice seeking the 'right' form
for the ‘right’ idea changing, revising, searching looking again listening again adding new perceptions empathizing
searching, never quite finding simplicity? honesty? realness? point of view? reSearch message different sense
sense of humor when is it finished? how is it done? thatdoesntdo it scratchthat try it again look and see listen and
hear touch and feel streich

’
24




Concept P 2

CONCEPT %%

Artists develop sensitivities and disciplined skills in their search for unique and ultimate forms of
expression.

As people seriously work in the arls, their total awareness is heightened; they become more sensitive to all aspects of
nature, the environment, and the human condition. They search for better control of ideas and media in order that they
may express themselves more individually and more aestheticatly.

Students should have the experience of working with many ideas and forms, but they aiso need the opportunity to
explore a few deeply and intimately--to search for their own unique and ultimate forms which can come to fruition only
when contro! of instrument, materials, and process is complete.

On the last day of his Iife, Renoir painted ‘Anemones,’ and as his brushes were laid aside, he spoke his final words: "l think
I am beginning to know something about it.*

Renoir, My Father
Jean Renoir

JU
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CONCEPT **

Artists develop sensitivities and disciplined skills in their search for unique and ulti,nate forms of
expression.

ARTS EXPERIENCES

Notes: Every ars experience and every complemantary
experionce in each of the ants should be designed to
establish working and learning modes that encompass
the six interrelated actions of the Arts Process.

DEVELOPING SKILLS PERCEIVING
manipulating. awareness, associating,
pertecting discerning

EVALUATING
editing. vatuing,
analyzing

RESPONDING
simple, lunctionsl,
complex

UNDERSTANDING
information gathering,
smpathatic

CREATING
active, expressive
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CONCEPT 3

Artists work in ways that appeal directly and primarily to the senses and emotions.

To begin a train of thought . . .

what makes the biggest impression--what | saw, what | heard, what 1felt . .. .? what excites imagery and new ideas--
sounds, images, patterns . . . .7 what grabs and holds your aftertion? the potter chooses o work with clay because of the
tactile qualities of clay moving is “where it is” for the dancer fun, enjoyment, and satisfaction in exploring the possibifities
of the selected medium--moving, hearing, seeing, feeling it's not what the ear hears but what the head, the whole
responding artist hears sensory channels are primary ways of knowing °. . . every perceptual image consists of more than
the sum of its pans . . .", Robert McKim, Experiences in Visual Thinking.
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CONCEPT **

Artists develop sensitivities and disciplined skills in their search for unique and ultimate forms of
expression.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

Because the Artist's Process is a mode that takes into account all AVENUES TO LEARNING--sensory, cognitive, intuitive,
and psychomotor—and all FACETS OF BEING HUMAN--intellectual, social, physical, emotional, spiritual, and aesthetic-the
linking of arts-derived experiences with the concepts of other content areas fashions an integrated program that focuses
on the individual student as an active participant in the educational program.
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CONCEPT ¥

Artists work in ways that appeal directly and primarily to the senses and emotions.

THE APPEAL WITHIN OURSELVES

Go off on a texture, color, shape hunt with peeled crayons, 8 selection of colored papers, and a viewing frame. if you can
manage a tape recorder as well, take one along. Tum it on as you approach the area where you are going 1o work so that
your spontaneous remarks and the sounds around you are captured. Begin exploring the area through the viewing frame
noting the changs in perspective and perception that is evident when the vision is narrowed or focused on specifics. 1s
there a feeling of quiet elegance? depression? walting? sadness? happiness? of what? about the place? Select the
colors of paper and crayons and begin gathering rubbings of things you viewed, irying wherever possible to incorporate
the shape Into your fexture picture. Listen to the play-back of your tape. Could you rearrange, refine, and add to your
words o create a poem? Do you feel as though you want 1o leap, spin, walk in rigid, tight steps? Is there a rhythmic pattem
or a sequence of sounds in the environment or in your words that suggest a melody? Which perceptual channel had the
greatest influence on your feelings? Which medium of expression appealed to you the most?
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CONCEPT ¥

Artists work in ways that appeal directly and primarily {0 the senses and emotions.

THE APPEAL IN THE ART OF OTHERS

Select a theme or specific topic and assembie pictures, sculptures, films and photographs, music, dance, poetry, drama,
and the artists who work in each art form. View the works and talk with the artist with the expressed purpose of coming fo
some conclusion(s) as 1o the appeal upon the viewer and the power of the medium or art form.

if the arts festival described above seems a bit ambitious 10 you, there are a number of different ways to make
arrangements for antists and their works to be available. The following are only two ways:

1. Bring antists into your classrooms 1o Interact and work with you; painting, writing poetry, weaving, playing roles and
working out new roles, improvising, moving, making music, helping you to get the fes! of the medium or art form.

2. Oider students may work with younger children in any one of the art forms,
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CONCEPT

Artists work in ways that appeal directly and primarily to the senses and emotions.

ARTS EXPERIENCES

Notes: The arts experiences described above deal primarily with the identification of how the arts make their
impression upon people and the appeal certain media have for individuals. Much of this appeal is intuitive and
spontaneous and does not lend itself to quantitative analysis but that does not negate the need to recognize
this quality, particularly as students begin to feel the need within themselves to develop skills in a specific area.

Many complementary experiances should be arranged in each of the discrete arts so that students will know
what a range of media and forms they have open to them.
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CONCEPT ¥

Artists work in ways that appeal directly and primarily to the senses and emotions.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

The sensory appeal of the arts provides additional channels through which students may leam. The work of a filmmaker,
photographer, painter, sculptor, composer, playwright, poet, or dancer may do more to trigger concerted study of a social,
political, economic, or environmental problem than many of the factually accurate texts, and, when coupled with
information, comprehension is more assured.

“Nothing is more basic than the role of the body. We not only move with it, we think with i, feel with it, imagine withit.”
Harokd Rugg, Imagination, Harper & Row

Because of the sensory appeal, every channel for learning is kept open and studenis have many more avenues for
"reporting” what they have learned by going beyond labels to attend the feelings evoked.
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CONCEPT ¥

Artists use processes personalized by intuition, imagination, and selection. These selections are
marked by rational and non-rational criteria.

To begin a train of thought . . .

where do ideas come from? why did you move that way? what made you think of that? you laugh--all | said was "gobble-
de-gook™ fog-gray, prowling, slithering and crawling into ears, eyes, and coat sleeves. filigreed twigs, whisper air zero
dimensions lavender canvas with white shadows spontaneous feeling reacting chain of thoughts or impressions
choosing and rejecting

K
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CONCEPT ¥

Artists use processes personalized by intuition, imagination, and selection. These seleclions are marked by rational and
non-rational criteria.

SELECTING INTUITIVELY

Prepare a list of words or phrases such as sting, gross, slippery soap, pearl, bow and arrow, balloon, wriggle, sparkis, servant, rubber-
band, sneeze, etc. Having aiready developed a signal system (hitting a drum, saying "go,” whatever), begin walking about at a
comfortable pace in random directions enjoying the space, beginning to fesl’ the movement of the group. At the signal everyone stops.
One of the words is called out. Allowing just a second or two for an image to pop into your head, at the signal, the group begins 1o move
again, but this time the image Is influencing your movement. Try to feal what others are doing without looking at them and make your own
image-influenced movament. (if flashlights covered with colored gels and rhythm instruments are handy, there is the possibility of
introducing these into the experlence as imagination, intuition, and selection are practiced. Should you be inclined to use a word
rhythmically as part of your response, do s0.) Discuss your view of what developed, being sure to rafrain from comments that focus on
physical capabilities. Project a film (any colorful, image-provoking, non-verbal film) so that it covers a wall and the boftom of the pictura
is only a few inches off the floor. (You may need to use a lens that gives you a different focal length.) Have strips of flexible materials
and reflective surfaces available as you view the film, sensitively inject the materials and yourseives into the image with appropriate
movement.

A similar experience may be deveioped by overiaying on the wall the three primary colors from three different light sources. Respond to
s, envionmental sounds, percussive nr melodic music, to each other, and to the sihoustted images on the wall. In either situation,
E MCMup your intuitive actions with continued imaginative thinking so that you devsiop a highly personalized ‘statement’ using an art
ey of your own salection. '3 \
N P N
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CONCEPT

Artists use processes personalized by intuition, imagination, and selection. These selections are
marked by rational and non-rational criteria.

ARTS EXPERIENCES

Notes: Although it is important to excite students’ imaginations, the emphasis here is on helping students to
recognize the legitimacy of using their imaginations and their intuitive responses as a basis for making
honest selections of fopics, means, and forms.
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CONCEPT %

Adists use processes personalized by intuition, imagination, and selection. These selections are
marked by rational and non-rational criteria.

WORKING TOWARD METAPHORS

Which is heavier--a boulder or the Kyrie of a Requiem? Which is stronger--Dylan Thomas' "Do Not Go Gentle Into the Dark
Night* or Barbara Hepworth's "Single Form® (1961-2)? Which is lighter--Brancusi's "Bird in Space” or a feather?

Upon first reading, the questions above may seem ridiculously simple, however, these and others Iike them can lead
students into diverse realms of the imagination and can heighten their understanding of the importance of maintaining
their imaginative, intuitive, and selective powers. The questions may not be answered lightly. Much research, much
internal searching for meaning, and much experimentation with ideas is needed before the question can be answered.

There is not a right answer. The new metaphor and supporting feelings and thoughts are the important conclusion to
such an experience.

Q ’
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CONCEPT "

Anists use processes personalized by intuition, imagination, and selection. These selections are
marked by rational and non-rational criteria.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

Any problem solving situation requires imaginative power. Whether it is the enjoyment of a slory, the developmental
detalls of a scientific experiment, or the empathetic understanding of sociological, political, and environmental problems
utilizations of imagination, intuition, and selection is a working/learning style that necessitates total commitment of the
student to the problem at hand.
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CONCEPT ¢

All people need to express and communicate what they feel, understand, and value.

To begin a train of thought . . .

at sometime almost every day we find ourselves trying 1o expiain something or some feeling to someone else sometimes
we are successful sometimes only partially so help me 10 understand how does it feel? can|feel 1007 why are you
teling me? did cave people communicate feefings and ideas? how dowe know? show me what's important to you | hear
what you are saying but | see something different the Mass Is an outgrowth and expression of falth Styx Prometheus
Hercules Thor Anansiand his sons hunters’ dance morality plays court jester Spring Equinox women, men, young

and old
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CONCEPT °i¢

All people need to express and communicate what they feel, understand, and value.

OUT OF PAST EXPERIENCES

Recall a significant experience, your inner feslings, and outward behaviors at the time. Recall the ways you moved (or wanted fo
move), the sounds you heard, what you saw or tasted or felt. Match your recollections with a sound that you make with your voice, 8
part of your body, or with something in the environment. Couple the sound with a sequence of appropriate movemsnts. Change the
sound (in tempo, pitch, duration, etc.) and your movements as your recalled incident dictates.

FROM NEW EXPERIENCES

With a camara or through gesture dravings, record the movemaents of a group of people at work or play, or the activities in a certain
place (town meeting, street corner, sports arena). Record the sounds of the event. Transform the recorded images into a sequence of
simple, perhaps even stylized, movemsnts accompanied by the edited tapes or transform the recorded sounds to instrumentalized
sequences. Try several dances that are clearly related to work, social, or political activities; i.e., Paw Paw Patch, Gustav Skol, or
Mayim. Compare the student dance with the folk dance for their spirit and intent. Some students may want to create a collage or a multi
image and sound environment to represant their perceptions.

RIC 14
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CONCEPT %

All people need to express and communicate what they feel, understand, and value.

FROM THE IMAGINATION

Contrive a situation: i.e. Simon Says--Be a chick in an egg. Try to break out. The shell is very hard. Break out and look
around. Find another chick and communicate your feelings now that you are out of the sheil. Go looking for food
together. Find aworm and share it. You are very fired, so go to sieep. (if you have not seen a chick hatching from the egg,
you will want to have that perceptual experience first.)

THEN--compose a simple row of sever. or more piiches. Play it on a number of different instruments. Alter its tempo,
rhythm, sequences o corespond to fuelings and events in the experience. Capture the mood and spirit and release it in
sound and movement, transforming the experience into an artistic expression. OR reflect on your feelings at any given
time during the situation and represent it in a painting, sculpture, carfoon, in a poem, in a projectimage . . .
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CONCEPT ¥

All people need to express and communicate what they feel, understand, and value.

ARTS EXPERIENCES

Notes: You have probably already noted that the arts experiences described above are all concerned with the
origin of ideas and feelings, giving some notion of what lead people to the need for expression. There are
other facets to this concept--1. ways in which people do express and communicate and 2. the ways
people feel (happy, sad, angry, compassionats, etc.)
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CONCEPT %

All people need to express and communicate what they feel, understand, and value.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

Students becoms more atuned to the human experience and recognize the necessity for interpreting information in light
of differing feslings, understandings, and values. The history of humankind is enhanced with the reainess of the people
who live It. Current social, political, and economic problems may be introduced through experiences such as those
described above. The "recalled incident* could easily be one having direct relationship to intergroup concepts.
Observing with a camera or drawing tool in hand causes the viewer o see with greater discemment. Language skills are
developed as students are given opportunities to express their ideas and feelings in detail.

17
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CONCEPT ¥

it is the nature of the individual artist to transcend emergent styles and conventions in the arts.

To begin a train of thought . . .

it is impossible to do any particular thing the same way twice anyhow, so why iry? there are a lot of legitimate ways of doing
each person has the right and obligation to find different, new, or suitable ways 1o express and communicate personal
insights how do we violate the stereotypes? what causes a stereotypic response? Beethoven, Wagner, Bruckner op
pop concrete conceptual Franz Kline cantilevered
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CONCEPT °¥

It is the nature of the individual artist to transcend emergent styles and conventions in the arts.

RESEARCHING INSIDE

Sit quietly and close your eyes. Concentrate your attention on a spot in the middle of your forehead, the top of your head,
or right in the middis and back of your head, whichever is easier. Listen o the sounds within you; visualize a feeling or
object that goes with the sounds. Now listen for other sounds that are nearby; put those sounds with your first group;
keep that image in mind: change the image if necessary. Now listen for sounds farther away; DON'T LOSE THE OTHER
SOUNDS; put them all together; again change your image if necessary. (At this point you may want to inject some
programmed sounds.) Think of what you have heared and seen. Concentrate. Do any words come 10 mind? When you
feel that you are ready, transfer the sounds and mind’s-eye image into a painting, ceramic sculpture, a poem, a film, a
composition, a dance or a drama, or combinations of any of these. Don't rush, you may find that you have 10 go back to the
beginning several times before you are ready. Note the differences among the expressions around you. Are any of them
iike any you ever saw or heard or felt before? How are they similar? Is there a recurrent theme, color, type of sound,
dynamic structure? What does this experience tell you about anists?

4
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CONCEPT ¢

It is the nature of the individual artist to transcend emergent styles and conventions in the arts.

RESEARCHING OUTSIDE

Make a collection--photgraphically, through sketching, or rubbings--of today’s stereotypic symbols. Look all around you.
Are all stereotypes bad, wrong? Are they ever useful? Are there stereotypes in sound? in dance? in poetry? in drama?
What are some of the stereotypes in these other art forms? Search out some examples. What is the difference between
an artistic style and a convention? A convention and a stereotype? Why would the following make a two-column headline
as a UPI release, "Amold Schoenbery: Vienna to Recognize Genius, Shun Music"? A multi-image-sound program of 20th
Century art, dance, drama, film, music, and poetry. Are there any 20th Century conventions?




Concept °¥ 4

CONCEPT °¥

it is the nature of the individual artist to transcend emergent styles and conventions in the arts.

ARTS EXPERIENCES

Notes: There are, of course, thousands of exemplar works of various conventions and styles. The amount of time
and the depth of study will depend upon students’ needs and interests. Very young children as well as
older students enjoy sesing and hearing the work of artists and can begin deveioping this concept through
such activities. Older students will want to discover more about what was happening at the time--artistically,

socially, politically. in either case, IT IS NOT NECESSARY TO STUDY THE WORKS AND ARTISTS
CHRONOLOGICALLY.
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CONCEPT ¥

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.e., light, sound, motion, space, time and texture.

To begin a train of thought . . .

what gives somsthing form? how are they put together? organic? geomelric? simultaneous? linear? central and
peripheral? by theme and variations? patterns and sequences are all around us in daily experience why are certain forms
selected out of the many that are available? pentatonic symphonic canon dynamics value hue and intensity direction
andflow human-sized superhuman-sized major and minor chords open, soaring folding in, pressing down, confining

static linear spinning percussive glaring high contrast

|
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CONCEPT ¥

It is the nature of the individual artist to transcend emergent styles and conventions in the arts.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

The implications for understanding better the cultures--sociologically, politically, and philosophically--are numerous. As
students study the 'statements’ of artists they are brought into direct contact with the feelings and ideas of the people; i.e.,
when they dsive into the motivations that led Picasso into painting "Guernica” they are confronted with the realness ot
autocratic adminisirative policies and their effect upon people, particularly in Spain in the latter half of the 1930s. As
students become more aware of the human prerogative of shunning cliches, their research and problem solving skills take
on different dimensions. Consumerism, 100, is seen in a new light as the stereotypes in advertising and marketing are
understood.
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CONCEPT ¥

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.8., light, sound, motion, space, time and texture.

FORMING AND ORGANIZING
One

Go on a reflected image hunt--reflections in water, mirrors, plate glass windows, concave, convex, and rippled surfaces.
(You will probably find a number of reflective surfaces right in or around the school.) Move objects or yourself into view,
observing the affect of diiferent surfaces upon the image, especially those that produce changes in the emotional
character of the image or give animation 1o objects. Try a similar procedure with sounds. Compose a five or six note
melody; change the key, the tempo, the rhythmic phrasing, the oclave in which it is played or sung. Listen as it is played
on different instruments. Try the procedure with a simple dance sequence--a segment of a fok dance, possibly, or one
you have created. Discuss the changes in tone, texture, mood, and any others that may have occurred in the images, the
sounds, and the movement. Selact the three (image, sound, movement) versions that work together to produce the

affect you desire.

1 5.
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CONCEPT X%

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.e., light, sound, motion, space, time and texture.

FORMING AND ORGANIZING
Two

Choreograph a sequence of movements that are organized in A B A form. (example: [A] lying down/getting up [B}
RESTING/moving around [A] getting up/lying down). Discuss the idea of the form. Build a pentatonic melody on
resonator bells. Add a contrasting section., Repeat the first section following the contrasting section. Note how this
musical form is similar fo the dance form. Now change the musical form by adding an introduction, interude, and/or coda fo
the composition. Add two or more contrasting sections to create a rondo form (A B A C A D A). Create a theme and
variation by changing the first theme in any number of ways (playing it backwards--retrograde, changing the meter,
changing the melody instrument, and/or playing the melody in imitation as a canon.) Did changing the organization
change the mood or spirit of your idea?

»
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CONCEPT ¥

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.e., light, sound, motion, space, time and texture.

FORMING AND ORGANIZING
Three

Select a set of five or more photographs or drawings that describe an object in some depth--from different points of view,
from different distances, undsr different lights, in different contexts, etc. Amrange them in a series that presents a story, a
mood, or a progression. Develop your idea fully on film with actual shooting by drawing directly on the film and with a video
camera. View your products with a critical eye for pattern, form, and organization; or which medium was most suitable; or
other media that couid have been used. Try incorporating sounds--poetry, instrumental or vocal, environmental--being
especially aware of any changes that may occur in your meaning or idea with such additions. Try projecting other still and
moving images, lighting effects, and external movement, being careful to maintain your original kiea--unless, that is, you
feel it should be changed.
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CONCEPT ¥

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.e., light, sound, motion, space, time and texture.

ARTS EXPERIENCES

Notes: There are, of course, humerous experiences that will develop this concept in each of the discrete arts as
well as those that would be called arts experiences.

The analysis of the work of other artists, observing and interacting with artists as their work takes form are
both extremely helpful to the deveiopment of this concept.




Concept X 6

CONCEPT X

Artists have many ways by which they organize, pattern or form their work, using many elements;
i.e., light, sound, motion, space, time and texture.

RELATIONSHIP TO OTHER LEARNING EXPERIENCES

Working toward an understanding of patiern, form, and organization will enhance the comprehension of mathematical
patterns and relationships (such as sets, systems in other bases, series as in 2, 4, 6; 4, 8, 12;~-16, 24) come to mind
immediately. The connection with environmental education is obvious. Thers is pattern, form, and organization in the
natural world that is observed by the artist with discernment and 1t is the artists among us that are making some of the
strongest statements about the disruptive problems human-kind is making for itself. Every language has pattem, form,
and organization that is emphasized as students’ ears and eyes become more discerning. Young children’s work within
experiences dealing with this concept heips them 1o recognize the frequently unnoticed differences in the forms of letters
and words (i.e. ‘d’ or b, form or from, when or where). Experiences in organizing ideas into a sequence have impact from
students’ abilities to tell or write simple stories or information to the organization of research papers. Such experiences
also provide students with another way of learmning and evaluating most any content area.
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ART EXPERIENCES

Pecple have the potential to be perceptiva, sensitive,
expressive and creative individuals. A guality art education program
will provide axperisnces that develop thess human attributes.

The general cbjective of the art sducation program is to
develop perception, understanding, responss, skill, creation
and evaluation capabilities to the fullest in each individual.
To do this, educators need to:

s. Heighten their students’ roceptusl powars by providing
plannsd experiences that Envoive them iIn discerning subtle
diffarences and similarities.

b. Elicit the responss of their students; allow tham to be
curious, to Investigate, Sxperiment and to arrive et
conclusions as to exactly what their internal responses
are in any given situation.

¢. Involve thair students in the creation of artistic exprassions.
Only through the actual manipulation of the combination
of medie and ideas can true undarstanding of art and the
craetive process be achieved,

d. Davelop skills through involvesent in the totel art
process, the use of tools, media and techniques.

e. Develop undcnnnding by invoivesent in perscnal
perceptual and creative experiences, and the open
reception of art expressions of others, both of the past
and prasent.

£. Belp ths studants build an extansive intarnal rapos-
itory of art experiences on which to base their
evaluations. Sensitive aesthetic judgments ate made
througn the comprehensive total of accumulatsd learnings.
(A studsnt and teacher maintained journal and portfolio
are extremely important here.)

The art experiences presanted are only a fsw suggestions
offsrad to stimulate the teacher's imagination in the develop-
ment of their students' asesthetic growth through art. These
expariences should be adapted to the maturity level of the
students, particularly in the extent of motivation and research.

i T COPY AVAILABLE



EXPLORING THE VISUAL EXPRESSION OF IDEAS AND VALUES.

ART 2

2.1 Discuss the development of under- 2.4 Some artists work in a manner that is
standings, idsas and values: Name primarily exprassive of a particular
some understandings, ideas o©f phase of the human condition. Study
values we have in common. How or the works of a number of different artists
why did we arrive at a common value? and decide whether the work is:
can individuals have separate Ones? etcC.
what are some of the external influencing Intellactual
causal factors: parents-home; teachers- Geocmetric Structure
school; peers-leisurs times political Pointillism
jeaders~government: religious leaders- Mechanical Perspective
structure of raligion; environmental, Repres:mtational
aconomic, cultural and social factors,
etc.? What are scme of the internal Emotional
influencing factors: the selectivity Expressionism
of the individual due to personality., Abstract Expressionism
exposure, practicality, pressure, etc? Surrealism

2.2 Observe how artists express their Social
understandings, ideas and values through Moral Statsments
art. For example, the artists express Cartoons; pelitical and social
social or political philosophy through Communications
their art; Daumier’'s Cartoons, Goya's
painting, “The Third of May, 1B08. in Spiritusl
Madrid,” Picasso's "Guernica,” etc. Religious Representation
Resesrch other values such as religion. Iconography
Research artists' lives gaining insights
to their personalities, temperments, Physical
interasts and values, noting ths influence Soma forms of Abstract
these have had upon theig work. Expressionism

Self Portraits

2.3 study your own social, political, personal

interests and values and then do 3 magazine Keep a journal of your deliberations, Come
montage or a varied materials collage back to 1t occasionally, Have you changed
expressing some aspect of their values or your mind about any? Have you seon sonething
a social statement; work on a retatement” new or something you didn’t see or understand

mural or murals with some of your classmates, before?

ERIC 61
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EXPLORING THE VISUAL EXPRESSION OF FEELINGS OR

EMOTIONS.

1.1 List soms adjectivas that refer to
the emotions: happy, sad, angry.
surprissd, bored, stc. (You may
expound on personality types:
weak, strong, courageous, stc.)
Discuss the methods people use tO
expreoss their feslings: face, body,
verbal.

1.2

pDamonstrate these fealings; say an
apotion word snd respond with your
interpretation of that emotion.

Do others understand or relate to
your expressions? “Are you
cosmunicating?”

Show that pecple express thair fesl-
ings in their paintings, drawings.
sculptures snd collagas, etc. by
studying exemplar 'mood~expressiva’
art work. It would be batter, at
first, to kesp the subject matter
constant. For example, portraits...
various media:

=The Cry,” by Munch

*The Grean Line." by Matisse

*wWoman Wesping,” by Picassc

*“The Jestar,” by Judith Leyster

"The Prophet."” by Noldes

“Head, Wood," by Schmidt-

Rottluff

Othsr subject matter reflects the
artist‘s feelings also: for example,
landscapes. It is important to
understand that art does not have to
be neturalistic to express emotions:

abstraction and non-objective work
can be very expressive of fselings also.

Experienca your feslings through an
art mediums for example, painting:

Listen to a mood through
music, a story, & poem, an
incident. Observe the variaty
of ways your fellow students
found to express the mood.
Choose an emotion card to be
axpressad in & painting, The
cards should contain a variaty
of smotions. Compare your
sxpressions.

Analyse how you expresssd emotion
through the uss of shapes,
color, textures, brush stroke,
etc.

a.
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UNDERSTANDING THE SIMILARITIES OF ART WITHIN A CULTURE.

3.1 Through a comparative study of the
art of various culturaes, develop
the idea of uniguenese in the form
of the artistic expression within
a culturs. Scoe saxamples for com-
parisons:

Fgyptian art of ths Dynasties
Byzantium

Gothic

Renaissance in ltaly

African

Oriental

Explore possible reasons for the

means and form developsd: the his-~
torical time period, the political,
social, religious, environsental,
technological and geographical
implications: the values, under-
standings and emotional tenor of the
culture. Discuss religious iconography
and the rastrictions of governmental
control of the art form,

3.2 Create an snvironment in a classrood,
backstags or any available area. Choose
a culturs or a country being studied in
social science. Ressarch it.

a. Crsate visu ) s
overhead transparancies, TUrals.
sculptures, masks, headgear.
textilss, representations of
people, animals and plant life.

b. Cather or develop appropriate
sounds; music, tapes of bird or
animal sounds, chants, voices,
atc.

Ce.

d.

Create
class.
a.

b.
c.
4.

£.

Frepare foods of the area,
relating dist to the human
condition.

Expariment with dances, rituals,
drana using headgesr, masks and
costumes. Try lighting sffects
and multiple projection.

Inyite & Tssourcs person to bring
first hand information.

an imaginary culture within the
You will want tos

Describe the geographic arsa;
topography, Climate, resources,
stc.

Fora a government.

Desi a flag or symbol.

Davelop social standards, values.
technology, sducational systam,
atc.

Physically crests this environment
in tha classroom.

Create artifacts that reflect

your imaginary culture. {A pre-
technology culturs would probably
use handbuilding pottery techniques,
sinple looms, dyes developed from
plants, etc.!}

b



UNDERSTANDING TME UNIQUENESS OF INDIVIDUALS WITHIN A CULTURE,

Poople within a culture are still indivig-
uals; cach is the product of his total
personal experiences which are uniquely
his own. The axtent to Which a person
can openly exprass this individuslity
in his art depends upon the rigidity
of his cultural group. e
4.1 Analyze ths results when sveryone
responds to the sama experisnce
and uses the sams medium for the
individuality of statsment; the
"thumb-print® of the artist.
4.2 Uniqueness of expression within a
culture can be shown through a
comparison of art done by various
individuals within & culture. For
exanple:
Germany
Durer, 1471-1528
fiolbsin, the younger.
1498-1543

4.5

florence
Botticelli, 1444~1510
Laonardo, 1452-1519
Michelangelo, 1475-1564
Ghirlandaio, 1449-14%2

Bow do you identify the work of
individual srtists?
4.3 Demonstrete how a rigid cultural
form of expression can stifle the
individuality of the artist. For
example, the Egyptian Dynasties'

Bytantian styliszing of religious subjectes.
You will probably discern that sven so,
artists still managed to express their
individuslity. What influence do philosophy.
attitudes and valuss of the general culture
have upon the artiste?

As artists Duild experisnce upon experience
they change their means of sxpression, but
their "thumb-prints® remain, Follow the
lifetime progression of & particular artist's
warks: Manst, Gauguin, Picassso, stc. A
point of intersst to you would be to note
your own devaiopdental changes of expression
through the physical and mental process of
maturing, your exposure to art and your
practice in producing art.

Investigate the individuality of *folk
artists” through interviews with local
quiltmakers, fiddiers, wood carvers.
stitchers and wesvers. You may want to
video~-tape thess intervievs, rocord them
photographically, prepare a publication.

»
Q standards or rules of representation, t) 4
ERIC

-
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5.1

5.2

5.3

EXPLORING PNENOMENA WITH WHICH ARTISTS WORK.
DISCOVERING TRE AFFECTS OF LIGHT.

Experiment with strong contrasts by 5.4
manipulating & light source (flashlight,

spot, projector, etc.) on an cbjsct or still

1ife arrangsment. Note the modeling

affects, the color intensities and

the contrasts. Incorporate your

observations into your PAintings, drawings.
stchings, montages, cOllages, stitchery,

etc.

To smphasize ths use of chiaroscuro, study
reproductions of the work of Caravaggio

and Rembrandt. Many other artists have 5.5
used the dramatic affect of strong contrast:

Kies., DeChirico, Picasso, stc. How do
Expressionists and Abstract Expressionists

achieve this affect?

Do outdoor observation drawings or
paintings in strong sunlight at
different times of the day. Notice
the contrasts and shadows; what affect
does distance have on the play of
light on textursas? Emphasize values.

Make 3 shadow box. Cut "shutters®
the box at various points. Set up a
plant or still-life inside. Cast a
bright light on the cbject, creating
contrants and shadows. Note the
differences of shape, depth perception,
textural quality as you use the various
shutters by making quick sketches. Use
your "studies" as triggers for paintings,
drawings, collages., evc.

inte

Set up a semi-transparent flat

or hang a sheat as a scresn.

Ask 8 classpste or model to pose

or slowly move behind the shest

in front of a light. OR Obtain
pieces of tubular, stretchy matsrial
in which a person may be completaly
covered and may move. Project a
bright light on ths Swathed person
and make A& number of gesture drawings
indicating ths light and dark planes.

Experiment with portrait drawing,
painting, sculpture or collage using
a strong light on the model to crmsate
sharp contrasts to emphasize facial
bone structure.

Craate sculptures; clsy, wood, plaster,
paper, atc, During the process and
after completion, cast a light on the
sculptures changing the direction

to emphasize form. (This works
especially well with mobiles where
shadow and movement is also involved.)
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EXPLORING PHENOMENA WITH WHICE ARTISTS WORK.
DISCOVERING COLOR AND ITS AFFECTS.

Heightsn your understanding of color

as An aspect of light: vValue.,.the
lightening and darkening of a hue.
Experiment with color mixing by

adding white and black to make various
tints and shades for your painting.

Do a monochromatic painting that
incorporstes your understanding of
color value, Pencil drawing, pen

and ink drawing snd etching are alsc
good procedures to use to experiment
with value. Notice how the use of value
can model obiects and give the illusion
of depth,

Intensity...the comparative brightness
of a color. Intensity can define

light areas and create the illusion

of depth, Try using some high intensity
colors in painting or poster design.

Warm and c¢nol colors,..colors induce
s physical and emotional response of
warm and cool. Warm colors suggest
more lighted areas; with cool color.
shadows are achieved., Demonstrate
that warm and cool colors can be
psed to make the lights and darks

of a painting Study some exemplar
works, especially that of the
£xpressionists, Experiment with
color in this dimension by
expressively painting reactions

to words such as: “happy,"” "sad,”
"cool,” "warm,® "quiet,” "wild.”

Try illustrating movements, music or
situations by selecting colors for their
emotional content without regard for
natural color.

6.2

ART 6

Experiment with primary colors. Create
a painting by using only the primary
eolnrs to produce the secondary colors
and brown.

Bacome More sensitive to coler in
pature, During an outdpor “seeing” or
painting ciass, count the variations
of a single hue; add this kind of variety
toc painting by mixing coloss.
Counteract stereotyped color usage

by demonstrating the variety of color
in nature. For example, show slides
of sunrises and sunsets in glorious
colors to neutralize the ever cnustant
“blue” skies.

Refrr to “technical aspects of color" cargd
for further suggestions.

b
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EXPLORING PRENOMENA WITH WHICH ARTISTS WORK.
DISCOVERING TECHNICAL ASPECTS OF COLOR AND ITS AFFFCTS.

7.1 Colors affect others colors:
Close proximity of one color to
another can effact a change in
the way the color is perceived.
Shades or intensitias may change
or vibrations may occur along
adjoining edges of certain colors.
Try placing & square of one
color on fields of other coOlors:
for example, Place a gray square
on a field of white paper and
another square of the same gray
on a field of black...
notice the apparent visual change
in value., Try other c¢olers on
fields of diffsrent colors.
Demonstrata that the eye will mix
colors in close promimity; study
examples of Seurat‘s pointillistic
paintings,

Experiment with using just one hue
maintaining its value, intensity and
finding other ways of causing the eye
to respond to the hue--spacing of the
strokes, concentrating the hue in

certain areas, dry brush as opposed to

wash.

Explore color mixing:

cover flashlights or projector
lamps with colored gels or
cellophane: cast the lights on a
screen overlapping sdges and whole
areas.

wWork with tissue overlays.

7.2

Note what happens when you project

the primary colors on & screen or

wall (al! forused on the same spot)
and then introduce yourself or nbaiprts
within the light beam,

color from lights

Experiment with pPrisms in sunplight

or in front of a projector lamp.
{pottles, glasses of water, transparent
o0il, and cut glass may also be used.)
Make designs in color. Try experiment:
with kaleidoscopes. Refer to
contemporary artists who work with
*iight shows.” FPrepare your ~wn light,
sound and movement show. Use florescent
paints, papers, Crayons, Crepe paper or
yarns in pictures, totem poles, mobiles,
ete., Cast a black light on the colors
and observe the affects.

Seek the aid of the science teacher for
more experiments with coler, for

example, the rveason for *after-image,” or
romplementary color image.

t7
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ART 8

EXPLORING PHENOMENA WITH WHICH AFTISTS WORK.
DISCOVERING SPACE RELATIONSHIPS AND THF FTELINGS THEY ARQUSE.

gExperiment with the "feeling” of self in
space.

8.

1

Talk about feelings you have in

different kinds of spaces. How dres

your feeling in open space differ from

your feeling in closed-in space? How

is the feeling of personal size relative

to the space around you? Enclose yourse]f
in a large cardboard box or in & sack.

What kinds of movements can be made?

Opserve things that move in space: birds,
leavi's, branches, cobwebs,., acrobats, etr.
Show h~w you would move and feel if you were
one of thes~ objects. Do an expressive
painting of the "self in space.”

Demonstrate that being in space is different
from looking into space; the arrangement

of shaprs will be greatly affected. Feor
cxample, how does it feel to be in a

forest? How do the treses look? ~What

ahout size, color, texture? Paint as

a participant, not As a spectator.

*a

Collect boxes of various sizes

and build a large structure 1n Spar....,
one that you can move around and
through. Paint the srulpture

with big bold designs and bright
colors OR set up spot liahts at
various places OR change its et 1onal
impact through projected color,
textures, moving light. Find
appropriate sounds for your sculpturil
environment., Ask your classmates o
move in and arcund your sculpture.

Ask how they felt, Compare their
responses to your own and the one

ynu were working for.

e
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EXPLORING PHENOMENA WITH WHICH ARTISTS WORK,
PISCOVERPING SPACE RELATIONSHIPS AND THF FRELINGS THEY AROUSE.

Artists Ofren work within A limited or
cestricted space. Flat and relief art is
done within a pie-determined space, i.e.,
the size of the paper, canvas, board, wall,
fabric, etc. Each mark or shape placed
within *his space affects and is affecred
by each new addition.

9.1

Experiment with the arrangement of

shapes within a given Space. Choose

a ahape: circle, triangle, square, etc.
fut a juantity of this shape in a variety
of different sizes, Cnlors, textures,
soli1d rolnrs, etc. Arrange these
cuttings (both pesitive and negative!
oves the background paper ispace) in
severas]l different compositions, noting
various goesibilitiess building patterns.
overlapping, shapes within shapes, etc.
Finally paste the most pleasing arrande-
ment. (This procedure Can be done in
relirf alsoc, thus extending the spaéce up
fr-m the length and width restrictions

of the surface.)

DA paintinas or drwwings emphasizing
the 1se - f all the surface Space

from t-p te bottom and from side to
side. PRoremter, “empty” space heoomes
impe 1tant as & shape,

wake small frares of heavy paper; focus
the frawme +n a still life, an cbject, or

an outdoor scene, then look at parts, tox-

tures, patterna, etc, Change positinns

to ®ee” the arrangement in different ways,

Start out with a mass of stone,

wax, wood, plaster, cast stone,

etc., producing the shape by taking
away Solids. Create spacre around and
thrrugh the form,

.
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ART 10

EXPLORING PHENOMENA WITH WHICH ARTISTS WORK.
DISUCOVERING SPACE RELATIONSHIPS AND THE FRELINGS THEY AROUSE.

Artists work «ith repal and simulated depth
in space.

10.1

The evidence of depth in a three-
dimensional sculpture or in relief
art 1s obvious, but you will becowe
more aware of it by seeing, touching,
and making sculptures.
Make <culptures by expanding paper:
bend. -url, pleat, cut, twist, fold,
slash, cl:p paper to make it stand
in space, {You could transfer this
procedure to sheet metal.)
fuild 1 sculpture or make a
relief by forming modules and
argjanizing them into structures
and lesi3ns.
Make “fnld-outs”--pictures that
stani up and project out. Stress
near, middle, and far away areas.
Netice and discuss space and object
relationships: size, color, value,

texture, str. [An alternative profect:

dioramy.)

Crrate mebiles, Discuss the movement

cf m hiles an space, the balance,
1ine and shape., Study Alexander
Calier’s work, “ake mobiles from a

variety ~f materials: wire, reed, wanvt,

1t 1, eardbnard, metal, etc.

10.

The illusion of depth on a flat

surface is more difficult, Try ~cme

of the folliwing suggestisns to

demonstrate “illusipnary” technijues.

Fxperiment with:
The depth affects of marks having
qualities of than, thick, dark,
light, etc.
color and its affect on depth:
value, intepsity. warm and rool
(refer to experiences undes “eolnr”t,
Sizes of objects in srace: near,
middle ground and far away.
Placement of shapes within the
space of the paper, canvas, etc.
Objects in the loreground may be
placed low on picture area:; obhjects
farther away may be placed higber.
overlapping objects usually indicate
depth.
visual perspective through observation
drawing or painting on site.
Mechanical perspective as a tond
€ the artist tn create dopth,
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ART 11

EXFLORING PHENOMENA WITH WHICH ARTINTS WORK.
DLSCUVERING MOVEMENT AND DIRECTIONAL FLOW AS AN ARRANGING FACTOR.

¢olors, lines, shapes, and positions
direct movement. Sometimes the movement
is stati~, angslar, or repetitive, other
times it fliws smoothly, curving into and
through the work. Sometimes the artist uses
obvious methods to direct the eye into his
painting, drawing, etc., such as rolling
hiils, rcoads, fences, wires, etc. Even in
non-objective wnrk, lines and shapes direct
movement .

11.1 Look =ritically at your Own wark and

the work of others t~ cbserve the

guality of movement. Look for

directions]! movement in the en-

vironmeat. Notice the lines and

shapes f architecture: pillars,

gables, and church spires reaching

upward; the static patterns of windows

on aspartment buildings, offices, and motels;
the angular lines of multiple structures;
the perspective of shopping centers., etc.
Look at telephone and electric wires,
rajlroad tracks, rolling hills and
mountains, {Refrr to movement

activities under "space.”)}

Intentinnally work with the idea of
movement in a project such as landscape
painting or drawing, in sculpture or
poster design. Be sure to include

some examples of "OF" art in the
rotiration,

11.2

11.13

Show how artists throughout time
have been aware of movement and have
caused feelings of movement within
the viewer.

Cave drawings of Lascaux,
Eskimo prints and sculpture
Oriental paintings of nature
such as the wave.

e.q.

This may be accomplished through the
projection of multiple images in
rapid succession, all of which

have strong directional flow. Try
your hand at large. free drawings

on the walls of an improvised cave.

Mimic the movemeants of an animal, a
runner, a clock pendulum, a corkscrew
in slow motton., Transfer their
motions onto mural paper tlaced on
the floor or wall.
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EXPLORING PHENOMENA WITH WHICH ARTISTS WORK.

{ 1SN FRING MOVEMENT AND DIRECTIONAL FLOW AS AN ARRANGING FACTOR.

Quailities ~f light cen influence 3
feeling ot expression of movement in art.
Bright uolors appear to advance and
vibrate «men placed near or next to dull
conlors or ~r~lors that arve complimentary.

Distorted shapes and shadows made by
light reflections or interruptions

are qualitirs that ran be psed to express
movement .

12.1 Try color juxtapositions to
illustrate a feeling of movement.
Use mirrnrs to experiment with
reflections. Sheets of polished
metal work well for this--also metatl
or frit ccated plastice.

12.2 shad.w patterns are interesting to
work with. A smail flashlight buld
is effective in a darkened room.
Enc- urage the students to invent
their own ways cf using shadow
and 1eflections to show movement.

12.3 1f you have an B8 or 16 mm motion
picture camera, You may want to record
the motion patterns of lights on film,
This may alsn be done with time exposure
of fi1lm.

~1
(v

ART 12
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ART 13

EXPLORING PHENOMENA WITH WHICH ARTISTS WORK,

DISCOVERING SHAPE AS THE CONTENT OF A WORK
1T TAKES AS DEPENDENT UFON THFE IUTENT

Shapes as subject matter:

13.1

13,2

Natural--Look closely at nature

in general and at cbjects specifically.
study the art of others. Draw, paint, cut,
stitch or sculpt shapes of obijects as they
appear in nature; arrange the shapes in

a manner that is consistent with a
naturalistic expression.

Abstract--"The abstractionist takes
from the natural forms that which is
essential to his expression and arranqges
these shapes to suit his intent.
Focus on part of an object or
sti1l} life. Frame nut other areas...
enlarge, distort of exaggerate the
shapes.
¢chante an obiect: cut, slice,

pepel 1 otherwise transform a cabbaae,
lompn, etc. Look at the new shape, the
lines, texture, cvolor. Enlarge cor

rtherwise stress important of
interesting aspects., Overlap
trmmslusent slices; create a design.

£- contouy drawind; draw shapes while
cl.sely observing the object, looking
at the paper only to relocate the
drawing tol,

Exseriment with the gestire drawin?

of tisjures using pencil or brush,

Hise the molel change poses slowlys
supersirpose figute over figure, creating
p-veront. Fefer to Duchamp's *Nude. "
Create a nultiple image by doing a
larze ink wash of the shape of a model !
brush or pen contour line drawing.
{Lrok at reflective images in water of
wintews, )

13.13

“F ART~-THE FORM
¥ THE ARTIST.

Non-objective--Shapes can exist

as just shapes in their own right.

work with cut paper shapes, arranging
them intc harmonious expressions by
relating shapes to each other and to the
space within which they are composed.
Work with structural shapes in a non-
objective Sculpture using wood, paper or
clay.



EXPLORING PHENOMENA WITH WHICH ARTISTS WORK.
DISCOVERING SHAPE AS TRE CONTENT OF A WORK OF ART~-THE FORM
1T TAKES AS DEPENDENT UPON THE INTENT OF THE ARTIST.

14.1 Shape for emotional affects. Possessing character; Oriental ink
Experiment with exaggeration, dis- drawings.
tortion, abstraction, or unusual Structure; Moore, Lipschitz
symbolic object relationships as fFunctional; Wright, Eames.
in Surrealism (Refer to Dali} or
the expressiveness of Rouault. 14.3 Some additional shape projects:
Look at forms through an empty Create shapes in drawing or painting
glass jar, then partially £ill the without using lines to define the edges.
jar with water and note the affects.
Observe yourself in a convex and & Cut still life shapes from newspaper
concave reflective object. Relate print with the type going in a variety
your impressions to art work. of directions to emphasize the lack of
Refer to artists such as Picasso, an exterior edge line, Assemble these
Modigliani, De-Kooning, El Greco. shapes with other materials into an
Observe hrw these artists Create arrangement for a collage,
emotional affects by simple or tExporiment with a variety of types...
extensive change in form. large, small, light, heavy. You will
discover that you can achieve a
14.2 Shape from line. Lines can define edges modeled affect by overlapping closes
of nbyects or stand in space as structure. type on shadowed edges.
Lock for variations of lipes in
the environment. Create a variety Create shapes by drawing the spaces
of lines with different tools or around objects rather than the ob-
materials. Lines can be thick, thin, jects themselves. This will empha-
strong, weak, wavy, straight, Yaqqged, size that background space is
{attering, Curving, etc. important to the total affect of

the picture.
P contour drawing with a continu-

ous line, cnly looking at the paper Draw, paint, or cut unfamiliar shapes,
Crcasionally o relncate the drawing such as the interior workings of a
LETEN slock or motor, arranging them in a
design., {Variation: crrate an unijue
ceudy ohe ways hifferent artists used machine.}
Tire:
ciraphic expersgion: Van Gogh, Pop 1 kernel of Corn in a bit of cil
cozanne, Mondrian, on a spoon over a candle, Study the
Texture and rattern: Picasso. kernel under magnification. Quickly
‘e ys8e, draw its barogue shape. Eat it-~
— pop another, study it, draw it, cat
Q { ‘; it.

ERIC

Aruitoxt provided by Eic:
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15.1

ART 15

EXPLORING PHENOMENA WITH WHBICM ARTISTS WORK.,
DISCOVERTNG THAT TEXTURE HAS ROTH TACTILE AND VISUAL APPEAL.

Fep] the texture of each thing around
you and becnme aware of how it makes yYou
feel inside, Prepare a texturs table or
a surprice texture hox or a texture bag.
Hold the objects in your hands, press
textures against your cheek, on the
end of your nose, on the inner arm or
wrist. Record expressions and words.
Fold or section a large sheet of paper
intc eight parts; select a different
textured ~bject to represent in each
sec-t1-n. FEmphasize the visual qualities
of texture, and how this Quality can be
graphirally recorded. Look for texture
in art works, note how srtist achieved
it {them} and its relationship to the
work .,
texture in the environment. Feel the
bark of the trees, thistles, pine cones,
maradam, manhole rovers, etc. Draw or
do rubbings of the textures; collect
textures from nature for a collage.
Ask a friend to yuide you while you are
plindfolded around the room or on
schopl grounds,. Express your inner
feelings ahout what you felt through
any one or seueral nf the fnllowing
terhniqurs:

1. Repouss~’

2 Ceramic sculpture, pottery

3, Plaster sand casting

4 Ceollage

5 Simulated texture in flat work:
drawing, painting.
Stitchery, weaving, macrame
Relief sculpture
Block printing

m P

Take a field trips cbserve and feel

1h.2

C“reate A texture...change the smooth
surface of a Square into a different
texture. Note the number of different
ways this was accomplished: tearing.
punching, folding, crumpling, clipping,
ete. Make a full texture montage

by creating texture shapes in paper.



O

ERIC

Aruitoxt provided by Eic:

¢SPFRSTANDING THE IMPORTANCE OF TNITING IDEMA WITH MATERIAL
AND TECHMIQUE AND HOW SUR 81T periets ARE MADE,

As you explore the variety of materials used

in art, develop an understanding of the gualities

of each ani methods of usinjy each. When you

experiment with a method of using a particular

material, keep in mind two points:
. You want to express a particular
ider or feeling and
). You want to jearn to contrnl the
medium,
Try the s:me 1dea or feeling in another
medium or use another method. Find the way
and mean: most satisfactory to you.
Continue y~ur explcratirns nf the phenomena
with which artists work and be DISCERN NG
in your observations of things and people
arouni ynu,
Refer to exproriences tisted under light,
color, space, shape, mvement, texture.

The following are some of the means of
visual expre=cinn you will want to explore:

Architecture Paintings
calligraghy photographs and Films
Ceramics Prints
Drawing- Puppets
Jower ity Sculpture
Textiles

The following are some of the ways of
visual exprossinn you will want to explore:

applique glazing

batik mixed media

carving montage

casting painting-wash, impaste, glaze.

cut o paget
huilding with clay

pinch, coil, slab and wheel

dt waing-coentour, aesture
and sketching

enameling

atrhing

ART 16

printmaking--stam

relief, etch,
s1 ik screen
1i1thography
rubbings
gtencil making
stitchery
weaving

The following are some of the materials and
tools of vissal expression you will want to

invest igate:

paper and paper products

paint--transparent, opasjue,
dyrs

wood

stone

metal

clay

fabrirs

yarns

charcoal

pencils

brushes

pens

~utting and incising tools

Pl Y I
b

plaster

reed

papier mache’
wax

chisels, gauges
torches

kilns
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17.2

17.%

IINDERSTANDING THE IMPORTANCE OF UNITING IDEA WITH MATERTAL

AND TECHNIQUE-«e=-~-~ CALLICRAPHY (beutiful writing)

Make a list of commands; exXpressions 1°.4 ¢hoase a rontepporaty social or

potitical problem and create a poster
ar cotlage incorporating calligraphic
jealities, visual impact and messaie.

of friendship, disgust, enjoyment:

or s~unds {sneezes, barks, bird calls,
etc.! S»y your list or make the sounds
aver aud over until you decide on the
best inflection or representative mark.
Chonse from paper or other suitable
surface, brushes, pens, inks or

paints and create a calligraphic
expression. Think about the
relationship of the meaning of

the word(s) or representative marks

to the whole surface, the boldness

of stroke, the colors used, the
irposition of ~ther designs or

symbols,

Study the calligraphy of oriental

artists for its aesthetic meanings

and decorative appeal. Using contemporary
symbnls and writing Styles, design a
doorway, a building facade, a silx screen,
a wall hangi ng, a pnster.

tUsing ysir own name develop a textile
deaiin. Prepire a stencil and print

your cwn fabric. You may want to explore
the pes<ibilities of the hatik technigue.
You may want to prepare retief blocks ip the
fashion of the oriental designers rather
than using stencils or free hand
wpliratyn,

~]
-~
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18.1

18,7

ART 18

UNDERSTANDING THE IMPORTANCE OF UNITING IDEA WITH

MATERIAL AND TECHNIQUE------

Investijate the expressive and decorative
shapes nf hollow and solid cbjects such
as nuts, holts, insulators, washers,

and other things usually found in bins
in hatdware stores., Study thes for
their relationships to esch other and

to other materials Such as leather,
wire, yarn, beads and cord., Study them
for the way they make spaces and new
shapes, and their suitability to your
idea. whether these relationships
develop into a form that fills & room

or hangs around a wrist, study it for
the assthetic gqualities of sculpture.

gxplore the possibilities of developing

a ‘statement' about the environmental
situation in your community through

a three-dimennional form made from

clay. It may be built entirely by

hand buildiny techniques or combine

slab and coil with wheel thrown pleces

or thiow atl pieces on the wheel and join
them. ‘lare or paint the form 1f you
fep] 1t I8 necessary.

Study the psraonality and characteristics
of a friend. Explore the possibilities of
eombining wite, tumbled Stones of clay
piaces intp pendant or necklace that
refliocts your frirnd OF

pevelop 1 mndeled bust of your friend

from wax or clay, a chunk of styrofoam. P
Srulpt the postrait from wood or stone.

------- SCULPTURE

Study three dimensional forms in
nature. Reduce them to solid geometric
shapes which can be combined, cut or
reorganized into an abstract form that
reflects vpon your idea nf needs within
the epvironment.

{Refer tn experiences listed wler "space.)
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19.1

ART 19

UNDERSTANDING STYLES AND CONVENTIONS IN ART

SCHOOLS OF ARTISTS, GROUPS AND SOMETIMES INDIVIDUAL ARTISTS
DEVELOP WAYS OF EXPRESSING THEMSELVES IN ART THAT BECOME

CONVENTIONS THROUGH ACCEPTANCE OR REPETITION.

BECAUSE ARTISTS

ARE ALSO INDIVIDUALS, SEARCHING FOR UNIQUENESS AND QUALITY OF
EXPRESSION, STYLES AND CONVENTIONS ARE CHALLENGED.

Study and compare examplar work of various
art "conventions" and "stylees” (IT IS NOT
NECESSARY to study these in chronoiogicas

order.y

Egyptian Oriental

Greek Naturalism

Roman Post~Impressionism
Byzantium pointillism
Romanesque Expressionism
Early Gothic Cubism

Late Gothic Surrealism

High Renaissance

Abstract Expressionjsm

Barogue Pop
Classical Hard Edge
Nee-Classic op
Romanticism Minimal

African tribal art
Gupta art of 1ndia
Indian art

Resrarch the original motivation
for the style or convention.

i.e.

religious beliefs that

controlled the artists of Byzantium
or African tribal artists in their

imazes of mother and child,

when

and where digd it develop? What
was happening at the time--artistically,

socially, politically?

i.e, humanistic

awakeniny that was reflected in

Renaissance images of Biblical
characters or the awareness on
physical well-being that was
reflected in Greek proportion.
were the artists involved? what
happened to the convention or
style?

who

19.2 Explore the variety of styles in

the art of fellow students. How are
these similar to recognized styles?
How do they break or challenge

tradition?
Note:

Miny of the experiences suggested on Cards
3 and 4 may be adapted to the idea of
artists challenging the conventions already
established,
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UNDERSTANDING THAT INTUITION, IMAGINATION
AND SELECTION ARE KEY INGREDIENTS OF ALL
CREATIVE ENDEAVORS

To develop your spontaniety of initial response

20.1 Using just one word or a nonsense syllabie,
endow it visually with the gqualities of
feeling it originally engendsred. Tapes
of sounds and words may be prepared before-
hand for students' feactions and responses.
You may also animate words.

20.2 Davelop a Bequence of pictures that
change through gradual or subtle
differcnces the original intent--i.e.
a tree into a rifle, a cart into a
horse,

20.3 Study natural objects for gqualities
of other things or beings--photograph
silhouetted trees, shrubs, poles, sign
posts that remind you of perscnalities,
human gqualities or characteristics.

20.4 Study the work of Pavel TchelitcChew
=Hg1de and Seek", or Escher or Dali.

206.5 Use “unnatural® or "supernatural” hues as
they express imaginative qgqualities.

51
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ART 21

DEVELOPING AWARFNESS AND UNDFRSTANDING OF ART

Many perple ~annot appreciate or value art
that deviates from easily definable subject matter
and & naturalistic form of representation. Such
people are very timited in their capacity to experiense
the beguty atd joy in the world of art.

You have the opportunity and the responsibility
to participate and experience a variety of art forms; to
become ipvolved with art and grow in understanding
and appreciation,

21.1 Arrange an "aesthetic corner® in the
classroom where displayed works of art
can he rotated on a regular basis. Be
sure to include a variety of art (such
as paintings, sculptures, drawings,
prints, jeweliry, pottery, furniture,
architecture, etc.} and forms of
are {naturalistic, abstragt, non=
abiective, ete,).  You may want
to include inspiraticnal objects
of nature, Make it possible for
pecple to arrange and rearrange
the items 3n the corner. The
ususl wall displays or reproductions
are fine, bu* remember to fhange themr
often --keep the interest up by keeping
interesting art up.

21.2 Arranie for field trips to museums,
artists’ and ~raftspersons’ studios,
architectural structures, etc, giving
deliberate attention to ways of seeing,
feeliny and learning from the experience.
e, “walk thrrugh® a Follack painting:
To many a Jackson Pollack painting
may be mothing but a lot of dribbles,
but if a person were to pick out one
fiae and mnve physically in the directions

and emphasis of that hue--~
changing to another and then
annther~-the person i- seeint
and feeling much mrre of the
painting.

Select examples of an artist's
work and prepare multi-image
visual di18play for the remainder
of the class so that you orient
the entire group to the work and
times of an artist.

1¢ an artist whose work is to

be seen has shown particular
concern for one of phenomena,
explore that phenomen before
seeing the artist's work.

Watch the artist work in his oF
her studio,
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DEVELOPING AWARENESS AND UNDERSTARDING OF ART

Discuss art with your friends., Taik

about rrinjement, shapes, space,

light, coler, movement, depth, texture,
1inv, thythm, pattern, value, the artist's
iatant , et

Create art; through involvement in the

process of creating <omes realazation and
undrrstanding of the intent, the strugles
aied e rewirds of the artist and ks art.

Make arrangements foor an artist to work

in the s-hool for a period of time; rerhaps

an s-1d91 bhrother or sister, a friend of the
fartl, . © venne whe Lives an youdr neirghtorhond,

is1s with local wrtists for those within a
groirathicai ares such as northwest countics)
and seleret works for a local exhibit, Gather
information aml prepare the catalng of the
axhibre.

ART 22



ART 23

CNDFPATANDINTG THAT ENTERTAINMENT, CEREMONY AND RITUAL ARE
ART EXFERIFNCES.

PEOPLE ENJOY THEIR INVOLVEMENT IN PLAY, ENTERTAINMENT, CEREMONY
AND RITUAL BECAUSF IT TOUCHES EACH AT A PERSONAL LEVEL. AS
PARTICIPANTS, THE ARE INVOLVED IN FARMULATING IDEAS AND FFF.07
1VE STRATEGIES, CREATING SYMBOLS OF COMMUNICATION, THE PRWCL 's
OF PRODUCTION, AND THE PERFORMANCE. AS SPECTATORS., THEY ARE
INVOLVED WITH THE SENSORY STIMULATION OF THE SIGHTS, SOUNDS,
MOVEMENTS, SYMROLIU COMMUNICATIONS AND THE EMOTIONAL IMPACT.

211 Create & Celebration Pecide on the processes of production
Explore the ceramonhies and rituals and the division of labor--individual,
of vari us cultures, for example: eommittee and total group projects.
Ancient fireeks ~r Romans, Primitive a. MWriting, compoesing, cellecting
Africwn Tribes, American Indians, sounds, constructing instruments,
ete, Lock at symbnls, decorations, etc.

m vements, chants, etc, Select ;. Designing, constructing, painting,
v theme to celebrate. Some suggestions: stitching, lettering, etc.
a. An event: circus, field trip. . Development and choregraphy of
hilsday, sport competition, etc. movements.
b, A seascn: apring, summer, autumn, Perform the event or “"putting it
wintor, all together.” (It need not be performed
¢. Elements: sun, snow, rain, for an audience.} Total involvement
4. Mood or feeling: happiness, for all,

neesmism, patriotism, etc,
Forrulate 1deas ~f how to cvelebrate

Vs ther e, Some sajiestions:
4. Farade
t. Ueremerny
. frata

. Varlety presentarton
T pee ctpategies
t. writing.: Story, pens,
chants, N8
B trincts 1 decrrations needed:
¢astumes, masks, headdresses,
trinners, posters., floats,

rutale, Soenery, purpets, “,
L1 rA - ;
fymbolic movements, dances.

t.  Approrsiate snmunds, music,
Q coenys, chants, tnstruments.

ERIC
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24.1

24.2

UNDERSTANDING TBAT ENTERTAINNENT, CEREMONY AND RITUAL ARE

ART EXPERIENCES.

Create a puppat dramas

pevelop plot and characters; indicate
verbalizations and moods. Create
puppets: sock, paperbag, paper
omhstruction, stitched and stuffed.
papter mache', balsa carved, potato

head, ete. Collect or create appropriate
sound effects. Make stage and scenery.
Practi e and perform, Interesting option:
make a prpcorn stand from large cardboard
box: prp and bag the fresh corn {rr giving
tn the avdienre,

Creatr a student drama:

Develop characters, situation, and
plrt; write script, Make and
collect scenery, props, costumes,
etc. {Learn voctabulary of stage:
flats. drops, wings, props, otc.)
Eaveriment with lighting technigues
(cerplaxity dependent on maturity

of the students.,}? Collect or create
arprepriate sound offects, Practice:
rariue; perfnrm,

Creeate o charscter:

tevelop a character--realistic nt¢

tmaginery. Write a story ahout

this character with settini.,

incidents and fesolution. Illustrate

the story. Make int~ beack form, Alternate
pFrote -t--Crnstruct & ninature 31-D cardbeard
stige complete ~tth the set for one

scens of a play about the character

dovs loped  thove, Include wings, flats,

, owith windrws, deemrs, Make paper

st e,

24.4

ART 24

sculpture furniture. Use a variety

of materials, wall paper, paint. cloth,
etc,

Create a ritual:

Use the popcorn experience (Card 11)

in a ritualistic fashion by having
designating areas, timing, music,

words, lighting. You may want to
compare and contrast your ritual

with those in which you haie participated
{retigious, parades, social groups. etc.}

51
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25.2

25.1

LEARNINGG VOCABULARIES, TOM.S AND SYSTEMS

Artists develop vocabulary for con-
cise recording and recovery of in-
formation. Knowledge of the artists’
vocabulary rontributes to easier
understanding of information,

and makes art diaslogue more meaningful:
i.e. hue, intensity, value have very
definite Mmeanings in relation to

color.

Therefore, accurate and definitive
vocabulary should be used whenever
art is being discussed--

Tools are developed to facilitate the

artists' expression. Many tools are highly
specialized while others afe used in many

ways. Respect and care for your

tools. They will serve you better. Find

and use as many "t-nls® {ror drawing as possible--
finger, toe, elbow, nose, stick, broom straw,
brush, pen, pencil.,.Find and use as many
materials for drawing as possible--paper,

tabric, sand, frost on window, soft clay...

Technigies 3re methods or personal ways of
doing art. Some technigues are widely accepted
berause of the ecenomy of the procedure and the
etfrctiveness (f the results. Techniques are
charged according to the individual and his or
her needs. l.e. printmaking--plate may be of
any mat: rial, the relief burlt of stuff or the
surface incised--concept of oil and water
incempatibility is important to ROme

terhnigues of printmaking.

ART 25



ART 26

DEVELOPING SKILLS AND WORKING STYLES

AS PEOPLE SERIOUSLY WORK IN ART THEIR TOTAL AWARENESS

1S HEIGHTENED; THEY BECOME MORE SENSITIVE TO ALL ASPECTS

OF NATURE, ENVIRONMENT AND THE HUMAN CONDITION. THEY SEARCH
FOR BETTER CONTROL OF IDEAS AND MEDIA TO EXPRESS THEMSELVES
MORE INDIVIDUALLY AND MORE AESTHETICALLY.

*...I draw repaatadly until there is one drawing that is dif-
ferent from ths rest, which does not look like an ordinary
rstudy, but more typical and with more feeling.”

Vincent Van Gogh:

The Creative Frocess

"The painter paints as if in urgent need to discharge
himeslf of his ssnsations and his visions.”
Picasso:
The Creative Process

On the last day of his life, Ranoir painted “Anemcnes,®
and as his brushes were laid astide, he spoke his final words:
*t think I am beginning to know something about it.”

Renoir My Father;
®4D Nenolr

0 E6
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DANCY, EXPEPIENCES

The following dance packet is organized on the basis of large
overall concepts which are significant to the understanding of the
phenomenon of dance. They appesar to be simple enough, but they are
abstracted from years of concrete experiences and can only be appreciated
fully through a similar personal accumuiation of real experiences and
discoveries.

Engagement in the processes of dance is the most important criterion
for building, conducting, and evaluating dance experiences for students
of any age. Active tinvolvement means doing which includes watching,
listening, feeling, gquestioning. and evaluating as well as practicing,
making, and performing movement sequences or dances.

Skills need to be developed, sensitivities and perceptions refined,
and concepts expanded and integrated. All are related intimately and
can be viewed as alternative starting points in a cycle of growth. It
is important, however, that each exparience designed is supported by
awareness of all three dimensions and recognizes the individuality nf timing
and circumstances in learning and synthesis.

The integrity of dance experiences depends on keeping the qualitative
ferlings of the participants in relatian to the activities and ideas which
may have been prompted by educational strategies. The concepts that follow
provide a framework of overall areas of knowledge, process, and craft in
the field of dance, but each <an be spproached s- as to emphasize different
aspects of experiencing.

O
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CONCEPTS THROUGH PROCESS
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DANCE 2

UNDERSTANDISG THE SINILARITIES OF DASCE WITHIN A CULTURE

select folk or ethnic dances with
different clusters of qualities and
themes. A range can be found within

one cultural region, but it is easier

to get obvious contrast by selecting
from different cultural sress. Example:
Siavic, English Country dance, Greek.
Mexican. Perform the dances and try

to experience their qualities rather
than projecting & preferred American
feeling on them, (e.g., castanets and
heel tapping are inherent in all Mexican
dances?) Later define some of the
feelings, prefersnces, and understandings
that the dances seem to suggest.

Perform selectad dances from different
societies or periods of time. {Court
Dance, Square Dance, Charleston. Hula,
Xolo, Highland Fling). Discuss some of
the clues which enable differentiation
ameng dances and some of the factors
which might be relevant to their
particular character. You may delve
into the music which was usually featured
with these various dances and possibly
the environments.

Form small groups to work on the same
choreographic assignment, followed by
a discussion of the unique solutions
and their possible sources. Example:
pevelop a short dance which explores
the feeling of times and space and
movement of children. Consider the
games and songs, the fantasies and
fears, the real snd imaginery
relationships with people, objects

or environments that might be good
material for the dance. Encourage
the groups to clarify a atarti; g

gaint. Perhaps just one of the

2.

.5

following questions might yield &
concrete decision about mov ment, a
space, a time, or a feeling from

which to begin., What were Your

favorite games? What movements, spaces,
environments, times? Do you remember
movements or words that you liked to
repeat? What were their rhythms? Did
you have any vivid or recurring dreams?
Were there ever distmrtions of space
and time? Where did you like to go to
explore, to play. or to be alone?

what was the gquality of this place?
sShare your choreographed dance with
others. Discuss the ways the groups
revealed their ideas and feelings to
others. What differences or similarities
may be observed among the groups?

Arrange for a folk festival that 1s
reprasentative of the ethnic or

cultural groups living in your
geographic regions OR attend a folk
festival where the dance, music, costume
and foods of various groups sre featured;
OR interview people from other countries,
video tape demonstrations or exhibits

of their arts,

Learn some basic postures and arm
positions associated with several dance
styles like Balinese, Rallst, African,
Hawaiian. Discuss the problems of
mastering these styles for people who

ars culturally unrelated, Discuss
possible analogies with language learning.
Seek out authentic music so that you

may Sense the life of the shapes and
positions. Photographs can also

E’ f;elp. Biscuss cuitural differences in
.

ate of modification of conventions snd

styles and the relative vatue plared on
newness.
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EXPLORING THE EXPRESSION OF IDEAS AND FEELINGS THROUGR MOVEMENT

1.Y <omplete the following sentences with
approsimately B seconds of movement which
can also involve sound and word making as
accompaniment. After each completion, an
sbserver-in*erpreter may be asked to
restate his impression of the response 17
movement, sound, or visuals, Encourage
students to respond in mOovement Quickly

without calculating.

The sense of the

completion will be in the movement
and not in & verbal tramslation:
words may be used to highlight sorme
n{ 1ts properties afterwards.

Starters {in l's)

{ feel----v-corrom-= .
1 likpe-~ccarmmwee-- .
! RnoW-~~e=c~-—=c=~~ .
1 tmyiner~—=-=r===- .

We feel-=--<-vo--e=--- .
We like---=c---=-- ==
We know----=v-===e=-,
Wee IMAIne s smeem oo .

niscuss dance a= a means of expression nf irdividoals
{I's nd You's!) and 15 groups of perple and & ioties

ther' sl They st

BEST COPY AVAILABLE

Interpreters {in 1'a)

You feelemmaccs~ccran
You like«-sece-ron---

You knOweeseccren  crnr- B
You imaqine--=-~----- .

fin 2's ~r V')

&hey fe@l-crm--mmmn-=

They like------=r--=-= .
They knowe=-=---wose~ .
They 1majifit===-~c-~-,

a0

1.2

Identify attributes you value 1n
peoyle (sentle, stieng, daring, £t}
and ways you think people should
interact or relate to one another
{supprrtive, indepondent, forral,
etc.) Then select pne 1 1wh
attributes and interawtion oalues and
develop short dances whivh Dostlay,
demand, or enphasize ther,

Imagine that your schoel iw a tetad
society or trite. Outline ‘he

times, places, anl ways you maight
dance. What kind of dance might

you do in the morning, noon, &F after
school? Woild there be leaders?
wnuld there be couples, small Jroups,
or one large group? How woulld ¢he
teachers relate? Would thesr

dancing be cool or energetic? would
it change with the circumst ances?
would there be any point at which

the purpose of the dance was more
than sncial but pelitical or spirstad?

View films of dancr, making
observations as to the needs, values,
and understandings expressed. Ofgamize
some video taping so that y»u may

view yourselves in the same way.
Pnlitical, social, interpersonal
relatinns or sperial school events,
poetry, music or a work of art are

just a few of the themes you may

choose from. Note postural and

geatural movement, use of space, energy
and time. Observe facial expression,
eye focus, interaction, and relation-
ships to environment and dress. Makp
note of any conventions or movement
signals. (This experience has direct
Fg}st*gvfhip to those Sugdested on
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EXPLORING THE PHENOMENA WITH WHICH DANCERS WORK

DANCE 4

UNDERSTANDING THE APPEAL OF DANCE

concentrate on feeling, seeind,
and hearing the mntion provided in
a series of shrort sequences. Spend
encugh time so that you become very
sensitive kinssthetically to the
movement idea and will be able to use
it as vovabulary for a personal
sejuence.
Sample S®juences:
Press out air, contracting the
body inward and toward the
center, Then inhale deeply s
the body expands outward.
Turn slowly placing each foot
clearly on the floor. Gradually
accelerate to 3 sudden, clear,
and audible stop.
Walk very smoothly in a path
around the room to the sound
and duration of a vowel sound.
tee gquick strony gestures of the
arms and legs exploding air
1n consonnant sounds as in Karate.
Sp juence, phrase, and dramatize the actinns
1n any combination oY repetition, making
sure you are aware of the sensory expprience
created for others as well as for your=elf.
Afser y-u have shown your work, diccuss the
sources of your decision making in
constructing your sejuence. It is likely
that some examples of aesthetic reasonini
based on perceived rightness will emerie.
{1t 1ocked better, It felt right. 1¢
sroms te sound heteer this way.!

Identafy m vable body parts and write thes
s cards. Do the same for natural actinn
verbs like 1ife, pull, rise, fall, push,
ete. AJualifying adverbs like softly,
sm-othly. frantically, etc. can also

le uwsed. Arbitrarily combine cagds

a1

into orograms which are then read
sensitively in regard to speed anid
accent as instiucCtions to movers,
Select a combination of cards you think
mitht work well toqether for development
of a short study. A variation of this
experience can te Jdeveloped by using an
artistic source for developing the

word programs, {sketches: poetry,
photoaraphs) The wnrd programs can b
taken away to leavs just the resource
and the response. Discuss your
experience in light of the suitabalty
of movement as an expressive medium
and/nr the persenal satisfaction you
had. Add to your understanding of the
appeal of dance by identifying words
which suggest rhythmic, dynamic, or
spacial patterns of motion and then
design them into sequences. {low, hiih,
circle evenly, accelerate, sStop,
collapse.........curve, straight,
shake, hold, shake, shake, shake, shake,
hmid, hold, curve in.....}Comhine some
of these with youws previously devrlrped
sequence. How d::’they change the
feeling ant nrveraltl spirfit of the
sequan-e’

with a group of 8 to 12 classmates, c‘reoaes
motion sketches around envir nmental
images; 1.e. a large body of water,
variable wind, a sail bnat. One porsan
becrmes the sound maker who crntrols

the wind factor while most of the

dancers create the overall rippling

or waving of a changing «ea. Several
dancers can move through the space,
gliding and accelersting and chanjinyg
direction. A range of images can be
imagined to i1nclude vertical movement as

well as heorirontal, explusive as well as
sustained,



1INDFRSTANDING THE UNIQUENESS OF INDIVIDUALS WITHIN A CULTURE

3.1 Set up lights as in a shadow play.
Observe your classmates as they
dance in the lights. Guess the
identity of the dancers. Discuss
peoples’ moving “fingerprints" and
the sources of individuality.
Question whether they might be able
to mike diatinctions between people
from different cultures or eras by
their movements. Discuss the dangers
and uses of stereotypes and the need
for particular knowledge in making
assessments as in your own
identification of sach other. View
films featuring the foundasrs of
particular styles or innovations in
dance. It is frequently easier to
observe the differences i{f you don't
use the sound tracks, How do their
movements differ from one andother?
How do their movements reflect the
time and place in which they lived?
Salect sound accompaniments for the

featured artists., Compare your choices

with tha spound tracks of the films.

1.2 Collect photographs and prepare
slides that present the work and
times of dance artists; i.e. Graham,
Rumphrey, Balsnchine, Nicholais,
Cunningham, Ailey, Mitchell. Put
together a slide/tape (perhaps
multi-image) program that you can
ahare with yYour clsssmates or
younger students., Cluster your
imajes and scounds in such a
way that the style of the artist

ERIC »
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is emphasized along with the times
in which the artist lived (lives}.

1f possible mate arrangements for
programs in which the dance companies
reflect these styles and innovative
changes. (Be sure to provide
oppoartunities for exchange of ideas
with the dancers.) Study each style
for its distinctiveness. Why was

the dancer or style considered
innovative? What may have been some of
the circumstances that influenced the
dancer 7

- -
)
Co
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DANCE &

EXPLORING THE PHENOMENA WITH WHICH DANCERS WORK
UNDERSTANDING THAT A DANCER'S FNERGIES ARE FOCUSLD AND PATTERNED IN TIME

Establish s pulse or basic beat in

one part of the body (head) and then

shift it throagh other body parts
{shoulders, hips, knees, srms) until
finally it becOmes a walk. Alternate
tempo {fast, medium, and slow). Experimen
with accents, acceleration, deceleration,
Try acceleration/deceleration going from
up to down, down to up, forward or back,
with total body or just body parts.

Egtablish a two phase breath sequence

of expansion and deflation in which the
vhole body becomas involved. Begin to
travel with the pattern developing
variations and shifting the tempo of

the breathing to become more excited 1
serene in faoling. Collect in groups

of various numbers and connect in some
way 830 that the group feels like a wholes
creature. Breakx up and realign.
Accompaniment, if used, showld nut have
a percussive quality, but rather should be
smnoth, or reverberating.

Clap cut the rhythmic patterns of your
first and last names. Try to sound that
rhythm with other parts of your body.
Make up a movement pattern which ~onforms
rhythmically with the way you say ynur
name, Ask your classmates to Say yi' il
name, move to yrur name and then do

both together. They should not use
your movement., This can be elaborated
into whole sentences incorporating the
name or scund and movement into
nrehestrations of various names.

6.8

t

6.5

Hnte:

43

Develop & list of descriptive enrrgy
words: explode, collapse, shake,
glide, swing, push, bang, quiver,

etc. Select a word series and compose
short movement studies using thrse
qualities.

Think of Series of activities or energies
that go in sequence in the environment,
in mechanical or electrical operations:
i.e. {amusement park sledre hammer

event in which the person 1. gets set,
2. swings the hammer, 3. bhits lever,

4. the weight goes up, 5. maybe

strikes the bell, 6. comes down 3dain,
7. reverberates) Try to recreate the
quality of time and energy used through
the sequence, You may first mime the
sequence, but then you should try to

take any common elements of shape,
situation, or space away and just
recapture the time-energy sexieo.
can alsc be done with human feeling
episodes involving the shifting energirs
angd times of developing excitement,
fear, ete,

This

Amplify rhythms, dynamics, or designs

of any movement assignment by attaching
sound makers, lights, or streamers

to the body. Another experience 1in
amplifying interesting elements involves

a shadow figure who fixates, rrverbrrates,

or stops action in response to the
main dancing figure. This cap best

be done when the dance i8 known well

by both figures and there has been some
oppartunity to try out the process.
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EXFLORING THE PHENOMINA WITH WHTICH DANCERS W/'RK
DNPERSTANDING THAT RODY AND S TION HAVE SHATE AND EXIOST 1d YPACE

et up A spotlight in the center of

a darkenrd room. As you experiment
with the following exercises, pause
occastonally to study the silhouerttes
cant on the walls:

Find as many ways as possible to
create angles in body shaping and then
space shaping (floor pattern, in the
air). Explore curves in the Hody and
then 1n the space. In continuous artion
move through various curves and angles,
stopping m-mentairily *o imagine the st}
hetorraph that maaght he taken there,

Combyne curves and angles by sharinig

the bady into the letters of 8 word, Wricte

or print the wnrd in space. Think of
differmnt L:ody parts as the prinrt f the
prasil. Think ~f the center of wel it o
sakaina the writing,

txplore down-up-forward-bhackward-
63 Inward-ane around, Vary the range cor
ancunt of space covered an each Sf thaen
ditections.,  Sot a pattern to pe fore,
Cembane several dancers® patterns in a
sinale sejunance, Test to wnrk out
any traffsc problems,  Disouse elapsty
AN P A & RALI Y

Buill symetrical grouj de<igns
Ly having one person entoy the space
and aasume a shape. One after ancthes
cther tan-ors add themselves to the
desgan se that ot vitimately a-hieves
v sy"metiy, D0 the same thaing but
1lse sne movement which 1s sample el
repairtive enough to allow nthers &0
e, e late, copy 3t easyly.

Have somecone call cut desiun
emphases...spheric-al, vertical, open,
three dimensional etc. By the count o f
three, each dancer should be in an
individual shape which relates to the concept,
when doing this in qroups, one takes the
1rad and the nthers in seguence contribute
to fulfilling the concept by the count ~f 10,
Take away the counting and eoclvr from
shape to shape.

t'reate short movement ~tudies based
on the changing shapes and the space use
of some imaained pheneorencn. fa. hot wax,
b, crumpled plastic, =, A qarrkly deflating
Pallron,)

Note: You may, of course, do my or all
of these without the spotlight, or you
may want to vary the o secivises thruth
the follnwing:
+ rarry ccolored flashlights
- move in front «f primary light scurces
. use scarves or colrred streamers
video tape the explearatirns for future
viewind
s t3ke distance shots with polaroid ramera
so that you can study the spaces and
shapes formed by the dancers at
vArious times.,
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UNITING IDEA AND FEELINGS WITH FORM

Organifze into small groups of 3 or

¢ and select a canon you kpnow how to

sing. (Row, Row, Row Your Boat...}

Compose a movement Sequence which

is repeatable and emphasizes visually

and dynamically the guality of the

canon in entrances and complimentary
phrasing and relationships. How do the
resultant forms relate to space and time!
Note: Many dance Sequsnces parallel the
forms of music--the canon i% just one.
Research will lead you to discovering other
organizational forms. Your resdarch should
inciude viewing films, enjoying dance
performances and, of cnurse, actual
explorations yourself.

You will need groups of 5 or & people

to dsvelop this experience. Arrange
yourselves on a disgonal. PerSon 1

in front does & simple movement.

Person 2 performa a different version

of person 1's movement {(perhaps

larger, smaller, faster, slower,
fragmented, embellished, ete,} Person 3
persorms another variation of person 1's
movement. as d> the remaining dancers, The
torsation can be changed and the original
movenent Phrase can become more complex
as each member understands the theme ani
war1ations concepts.

view or participate in several dances.
Find 8 way to communicate through
movament  what you perceived the form
tn te.

-

DARCE &
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7.2

pANCE 7

EXPLORING THE PHENOMENA WITH WHICH DANCERS WORK
UNDEPSTANDING THAT THE FOCUS AND PATTFERY ©F A DANCE PRODUCES RHYTHMS AND UYNAMICS

Observe closely the movement of scme
person, animal, or machine, Then try
to copy that movement with a little
exaggeration. As your classmates
watch they should be able to identify
who or what you are and what you are
doing or feeling. Be sure to
incorporate the natural or exaggerated
rhythms of the person or thing you
observed,

Select animals and try to capture
characteristic aspects of shape
and movament. Develop a short
mime sketch involving an incident
{an encounter with dsnger snd &
resolution) Xkeeping the "animal
being® primary.

Develop & dramatic sketch of
the same scene but take liberties
with the shaps and movement in order
to emphasize feelings and form the whole
episode as a play. (Could have mini-acts
1,2,3.) Deal only with a primary
quality of the animal (lumbering,
quick, snesky) or of the form or the
scene (from calm to excited to calm)
or of the emptional tone {(fear,
confidence, nY bravery) and freely
construct a short sketch which is
sppesling as quality or pattern, not
necessarily recognizably related to
the original image.

Think about natural or mechanical
forme or any sequance Of events as &
basis of structure. ({i.e. the inflation

of a balloon, 1ts travel in

relation to air curr/nts, 1ts
gradual deflati.on or its poppini? 2
sped growing to full blorm with
various ups and downs of weather; or
arrivals at a party, the full scale
party, departures from the party; =
T.v. set warming up, going ou* and
into focus. being turned off, and
fading out,) FExperiment with
movements that express the dynamics
of the event., Select those which
carry the most interesting motion
possibilities. Try several with a
group of your classmates using A3
caller or sounds to signal the
changing dynamics.

Capture and convey movement and

sound qualities by sitting in cirrtes
of approximately B people. One
membrr begins by perferming &

very simple 2 or 3 phase movement
with sound (example: relaxing forward.
sounding sassshhhhhh; twisting and
looking to the side, sounding uh.)
Each member in sequence around the
circle repeats exactly the pattern.
when the last member has completed
the pattern, he or she adds another
segment. This enlsrged pattern

is then sent around the cirele until
one long pattern is deve loped.

oh

L)
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DANCE 9

UNDERSTANDING STYLES AND CONVENTIONS

View a film on ballet and discuss

the roots and sources of its current
existence 1n America. Identify those
artists whn transcended and transf-ormed
ballet into its contemporary forms., When
di:d the modern dsnce emerge? IB it a3
continuation in develnpment of halles

or a new beginning?

Learn the basic ballet vocabulary and

the principles which characterize )
1t. The preference for Cufve, Narrow

base, and erect and elevated torso can

be used as a basis for a ballet style

improvi sation, Positions,sters, and

patterns can also be combined and

arranged.

See films or attend several dance
performances and discuss the traditicns
out of which the works came. Censider
whether there were great or small
challenges to traditions represented in
dances and how different people might
react to them, Consider fads, prpularity.
generation qaps, ethnic-cultural aaps,
ete, in the rSactions.

Think abput the dance you wruld orianize
1f you were a choreographer. What kind
of dince w~puld it be? wWould 1t involve
moge than ~ne person? wWould 3t be for
sumecne or some special time or place?
wWhat weuld 1t lock like and how w uld
propie fer! when they were seeing it/
what coler or tone would it have?  Jof

d we yrur 1deas using a symbol syste™

y tknw 1 oapvent one,  (Sometimes

you can use gesture drawings or

arrows to communicate yewur intentions
to others.}) If you can talk some

of your friends into trying to Frake!
your dance, you will obtsn some

idea of the work of the chorengtapher.
Have you adopted a style or traditional
form or are you working toward s
unigue, individual style?

fdenti1fy several tdeas or assumpti o
ah~ut what dance 1s, how it shoulld

be prrfcmmed, by whom, in what
circumstances, what makes 1t good

ar bad that *hey think they could
chillendqe, texamy}eq——d\ncorssh-ul!
be specially trained, or sh uld iw

a certain height, weight or fex,
audiences should remain seatod, 1 Tanned
performances are better than uniplanned
ones, stc.}) Try t, produce a

dance which proves that the assumpticn
{any one you select} may not be true.
Will it matter if the audisnce Jarees?



UNDERSTANDING THAT INTUITION, IMAGINATION AND SSLECTION DANCE 10
ARE KEY INGREDIENTS OF ALL CREATIVE ENDEAVORS

Choreocgraphers have ideas, sensitivities reciting...As one person signals, the
and skills regarding themes, movement, rest of the group must guickly read the
forms or metheds from which they develop dances, card and within a few ssconds produce
Since creating any dance involves decision making a mrvement Aappropristely selected

and personal selectinn, it is often interrsting for its responsivenrss to the written

to share some of the possible sourers for the unigue description.
growth of doances.
Prepare a series of "feely bags™ each

10.1 Devise improvisations or short dances containing a8 material of different
starting from different initial sources; texture. As a person feels the
texture, hisor her movement should
Plastic clothes bags, hocla hoops, 7 any reflect the feel of the texture itself,
provecative materisis or implerents. its oprosite or the pereonts yrsponse
Experiment with shape, texture, srund, to the textare,
real and imagined Junctions, uses as sianals,
boundary markers, vehicles for dravf1o Say a word, make a sound, project a
interartion, or s~rurres for timing. visual image so that others may move in
spontanenus response OR study the imagr,
£lrvations and falls or any other skijtr listen to the scand and allow ideas tro
or heightened kinesthetic experiencos, grow imaginatively. Select the ideas
Experiment with movement srguencing, you feel are moest satisfactory and
varying energy and rhythm, clear and deve lop movement pattesns that express
unclear eye focus, indiviidual or 1roup your ideas and frelinis.

dependence., . ;
In each of these instances, an imaginative

A Haiky poem, a mobile, or any other choreographer could plan the inspenses
sensitive source of imagery; ver:al, into a gequnncp, c;eatan an
visual, or auditory. Experiment with expreanive, seasitive dance,

weight, cr.lor, taste, tone, fhythm,
viscrsity, <larity, character, wurgrics.
res l1ution,

17} Respend - postanecusly to preeti oy
pres et anatsting sur s

Piepare 3 serirs of cards ¢rntainais
a series  of thindgs to de, The
should call for spontanscus or (’ t;
imajinative responses, The activitien a
may include abstract sound or vic o}
Q curs, househntd chares, sin7in1,

ERIC *
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11.1

1.2

DANCE 11

LEARNING VOCABULARIES, TOOLS AND SYSTEMS

Students will spontanecusly develop special vocabularies and

sometimes tools when working tegs
prolece.

ther on a fairly complex dance
Movements and Tectirms nf the dance nften get named so they
can be referred to and sometimes rules develop for oraaniratinn.

After

the completion of any prioject this cruld b disi-ussed and shared, theaely

enhancing the meaning of the concept.

Pevelop a series ¢f at least 10

mevements (vocabularies), Agree upon

a juality or overall attitude for the
perfcrmance: 1.e., cool, refined, militant,
hoistrous, ser~ne, agitated. 1In small
groups quickly arrange sheort dances using
the vocabulary so that it 1s recognizabile
to everyone in the group.  How long

do you think 1t would take before the
group would diverge into unigque styles
and vocabularies tf they wera to ~ontinue
ey danra toether?

Systers for reading and writing movement
allow dances tn be notated and then
reconstru-ted at a later time. Stuly the
~ays that have been devised:
-Basic sy~bols of motif wraiting--Prepare
overhead transparencies containind the
symbuls., Devise & game that will involve

your f{riends or younger students in simple

movemen® phrases 1f they interpret the
symbols correctly.

“The basic staff and symbols cof
tabanotation-=Read and write simple
walking patterns with changes in level,
direction and rhythm.

~f another.

Exchange SCHTes SO
that each may read and perform the patterns

*Flash large Symbols on the wall as
a basis for amprovisation,

‘Stage directions--Give directions to
each other, Go downstaze, lofr and
tace upstaage, right.)

-Recall movement vocabulary you
already know--Compare the movement
with symbnls, How would you record
the tempo, feelin3 of the various
dancers? Compare music terminology
such as allegro, andante, stacratn,
with the desired movement.

SN/
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12.

i

UNDERSTANDING DANCF AS AN ART FORM

Although dances have subjects or refer to things felt or uwndersto

much of their meaning is not wanslatatle 1nto words and must be
derived from experiencing the qurlity and form of the partaicular

DANCE 12

dance. Soretimes only design cf motion 18 imprrtant, sometimes 1deas,

attitudes, social circumstan -es, and sometires jiterary themes need
to be grasped for a dance to be anteratont,  Sensing o chorre -3rathet:
approach 18 A key to the appre ity thenngh net prcessat i ly the

enirymant of his or her dan e

[
-

After you create and show dances of }
movement sketches, discuss viewing

strategies 1n relation to your work

and to have viewers and doers ex- hinae
gtrroeptions,

View one or more dance works several times,
Following earh viewing, immediately do a
3iuck sketch, or series pf words direceed
first +toward the movement experience of the
piece; secrnd, toward the form: and thad
toward the meaning. Discuss the dances

and compare the reactions. Determine wh ¢t
kind of reading, research, or other 1i:fe
exjerience would help in a fuller appreciat: v
ot the dances. 1f possible, undertake thas
wirk . review the dances again. and wgait»
esstys describing the work for others., Dis ' iwn
the r~le of the critic. (This can also be
simplifaest and directed toward ethnic dances
which can be perceived more easily and poeet armed
s well.

Review the outline for Tartists

in the schools”™ presented as an

“Arts Fxperience” and arrange for
su~h a dance happening in your s¢hont .
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13.1

13.2

DANCE 13

UNDERSTANDING DANCE AS ENTERTAINMENT, RECREATION AND RITUAL

Some dancing is mostly for the prople dancing, some mostly for the
people watching, and some mostly for ideals of truth or worship.

Dance can be recreation, entertainment, art, or rituval.

who

dances and how and where they dance ran give an indication of the xind

~f purpnses the dance may have.

Do some dances that were designed
primarily for participation and
enjoyment: square dances, social dances,
folk dances, or popular rock. Try to
identify what about these dances reveals
their purposes. Are a1l thase dances
equally fun to people of different
backgrounds or age levels?

Quickly make up some rather showy
routines, like a can-can or a "June
Taylor"™ number. After you have
pertormed them, discuss dance as
entertainment on television shows,
clubs, between halves at football
games, and in the theatre or movies.
Try to identify typical characteristics
of dance *hat is intended to be enter-
tatning.

11.1

13.4

Think about rituals you may have
participated in or seen. Were

there particular movements or Patlerns
of action prescribed? (church,
graduations, coronations, ball games,
ete.) Try to figure out the qualities
of a ritual and makeone up for some
xind of event, such as the opening

of & school, the first snowfall, etc.

Show several films of dance works
considered to be art and discuss
sensitivity, creativity, and
challenges to perception and values.




DANCE 14
DEVELOPING SKILLS AND SFNSITIVITES

pDancers work to define themselves, to differentiate among qualities

of motion, to expand their range of feeling and emotion, to orchestrate
their action, and to transcend any limitations to their total understanding
and spontaneous experiencing of dance, Develoring control of movement
depends on accurate feedback, making it imperative that everyone work

tor perfect movement accuracy and clarity.

14.1 Initsa)l sense of Ludy control:

‘Preliminary exercises in alignment ~ Simple crmbinations of movement in
and breathing, centering the weight, place or across the floor which are
lifting it up thrrugh the filoor and exactly understood in their timing.
free1ns the arms, shoulders and neck. energy use, and body placement. when
you develop the movement phrase, you
+Simple stretches of spine, hips, legs, should decide the quality and imagery
ani fret with emphasis on the fixed which shruld be captured in the performance.

peint from which the stretch takes
place and the stabilizing of other
actions while the breathing stretch
takes place,

‘Isolations of movements of particular
body parts such as shoulder forward-
center-back-center and up-down, both
shoulders together, separately and
alternating, Emphasis on clear

direct action of only that part moving.

-simple movement tasks which must be
und:-rstood exactly in their principles
but not dependent on any particular boady
shape or placement: ie. a steady
decolorarion which could be done with
one boly part..., walking, spinning or
risind so Jong as the deceleration s l
pooser Ty cntyollad,

-
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DANCE 1%
DEVELOPING SKILLS AND SENSITIVITIES

The total body has a center to which all of its movement relates;

in addition, there are shifting centers for movement of body parts.

These centers can be points of initiation or axes for rotation. Aas

well as being located tn the boudy. they ran be projected outside the

body .
15.1 Greater awareness of body control: .Lovate a center point ouvtside the body
as on a branch above., Imagine your center
-Locate the center of the body (behind of weight is attached by a rope to
the navel). Stretch away from and that center and begin to swing your whole
relax into that center, Shift from pody unit in relation to that £ixed point
standing to kneeling to Sitting to above. You will be lowest when directly
lying down and up again keeping a3 below the point and highest when fartherest
bieath rhythm as a basis for timing. forward or back.
sMove tha center forward, side, Locate a center beside you. Touch
back, and around in various Places and it with your fingers keaping your amm
directions, Think of this center as a straight and walk around it. Move further
button on a string being held verticslly out from that center snd travel the
and spun so that it bows out and around. circumference again, but in addition think
Imagine that yourwhole body is in of the center inside your body and raise
cemant up to the middle. Your upper body it up and lower it so that the circling
is fres to sway forward, side, and back becomes like horses on a merry-go-round.

from the center, somevhat like a flexible

tree with strong firm roots in the ground. ‘Work in couples or small groups taking
turns pointing to or making yourself

~Locate centers at your shoulders and hips. become the projection of different axes

Imsaine that those centers are fixed like for the others who try to move according

the ropes of a swing to a branch of & tree. to the axes given.

The brsnch goes into the side of your

shoulder or hip and your arms or legs swing

fresly as the ropes...alone. in combination,

tn different heights, and even sround.

0 103
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DEVELOPING SKILLS AND SENSITIVITIES DANCE 16

The body can be aligned and balanced in many different ways with
varinus body parts serving to form the base for static and dynamic
postures. For clarity of shape, efficiency of motion, and respect
for stress to the body structure, body parts need to be stacked over
the base in a direct line with the intended Airpetion nf motion and
catrying the weight of the bndy part abive,

Gretter awareness nf body control:

Experiment with different pastures,
alignrents, talances. Think of puttin3
some tart or pirts of your body on the
flent and then stacking and balancing
other segments on top. Try to project
the balan-ed position through space when
possible, Dascuss what parts of the
brdy oridinarily serve to project the

b ly an sg e,

Plare fert in various positions; bend
kners so that they travel directly cover
the fect and the hips. Lower so that the
weight 1s crntered, Give a little spring
so that *he weight goes up snd through the
toes and comes back into ankles and knees
and hips. Try different feet positions
and different heights but always following
the direct stacking rule of knees over
toes, {f this cannct be done, nO
projection (ymping Or hopping) should be
atto~pted, Fxperiment with shifting

the rentar or hips and ~eight slightly

one dirtectton ~r annther so that the
sprine
as

‘r ot aeties £ balapces on oones foot

e lyinang foct, knes, hip, A% a4 trunk
4t s trerent Linds of brasch oand limkd
Aes).ans at.ve. After each balance, nft
the hes !, fall off balance, and start

t1a0e..  bxperimenat with closed and

royomp will fake ynu off place as werll

open chapes,

Stand nemally with both feet on the
grund, Concentrate on the stackinz

of your pelvis, rid cage, and head,

Fach should be separated by as much

space as possible at the waist and neck.
in ~rder to stack squarely the pelvis

must face directly forward, not titted

up or down. (This is accomplished

by shortenina or lengthenina the abdominals
or the lower back depending on the etrnr.!
The rib cajze must also face forward

an! not up nr down. The head should

be high and directiy above the rih cage,
mak:ng as long 8 line as poussible from

the ankle bone through the center of

the hip, the shoulder and the ear.

Imagine a string is attached t« the top

of your head. Relex and slump like

a popret and then be pulled tail from

the string., FRepeat several times, Cut
the string, slump forward, bend knees

anl hanqg ~ver. Imagine the giant hanis

nf 3 sculptor starting from your feet

ant! straightening your knees; then pushing
uf ~n your stomach and down on your seat.
He stacks each vertebra one after another
unti1! firally he unfolds your neck and
fats his hands on both sides of your

eyt ani pushes in and }lifts you to the
t3tlest and Tost balapred position so that
yru won't fall over or slump in Asfferent
drepcryens, Repeat .

109




DRAMA IN EDUCATION
Forewvord

s in 8 twofold aptions copsciously asmming an idsntity otbsr
mm:m-mmmzzuumamww-m. It {s cne

oir roles in tbose worlds. I you sagage 10 drasatic play purpossfully, sves if "plum.h,‘
aspecially when a lesder skilifully directs your sctivity, drama constitutes an effective
of oombining persotal self-discovery vith group tnteraction. TYou will find that dramatic

of
§
|
;
3
£
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i
E
3
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E
E
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play, wvhether formal or informal u.wtm.pwt-puwmmwmmorm
wegﬁm.ﬂmmmmwmm.:mm At the mme time
you! Mmmhm%m“tmﬂumfm players, Sinpcs drams calls

4n Colaridge's vords, ".,, to villingly suspend disbeldef,” it allows you safely to
sxplore roles and relationshipe cutsids of reality, to sesk solutions to problsmes based op
tensions and conflicts and to employ both your intelligsnce and your smotions in stating and
resclving these questicnsj for drama is symbolic play providing s lsarning-continuum freo
birth through maturity. The simplest "let's pretend as if aes" sxperisnce is at its core
squally spplisable to the pre=schooler's attampt to lsarn how & csterpillar moves and to the
sature sctor's attaspt to interpre! King lear. Mary espsrisncas may be repested time and
tice agein with the ssmmance that rspetition vill provide fresh insights, yisld new petierns
of sxpressicn and cagmunication and praspt continuing sfforts to sttaio pertinest skills.

g
2

At first you may find 1t difficult to determics vhen and whars drams axperisnces are
sppropriate. Forhaps you might choose initially to sxperiment during s *fres® period or to
1ink drsma with s language arts unit. & you acquire confidence, roth in yourself as s leader
and in drasa-as-lexrning, you will in all likelibood begin to find other timas when drams is
*right,® other situations which sess to cTy for sxploration and understanding through play,
fou 88 & lesder will wvant to heed Mdorot'ominprﬂthlcaolwndunﬂbmt.
But you gust also grovide the stisulus for play, offering choices, ssking provocative questions
and listenicg to the ansvers, bolding dack eritical judgoents snd, stove all, belisving in what
you and the group ars doing, And, when the gape in over, you will want to help the participants
to realize snd to articulate vhat ssch has lsarned mrouhplvmwbolpth-mupuphmm
for the nest dramatic experience, The dramatic experiances pressnted hers are no wore than illus-
trative, BSoth you and wembsrs of your group vill want to nake varistions, sizplifying saneé exer-
cises or making thes mors demanding, render sach wors pertinent to necds and opportunities,
attitudes and sovirorments, But, sven befors you decids to employ drama with your students, ve
urge you to practice and refine your skille by enrolling in one of the many workshops end classes
4n "Creative Drame® vhich are pov being offersd throughout the stats,

Q 1 ( 5
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UNDERSTANDING THE PHENOMENA WITH WHICH DRAMATISTS WORK

ENSRELE ACTION

DRAMA 1

Each of tha folloving sxsrcises is designed to supply motivatiaen for snsembls of-

forts. Each enploys a diffsrent mode, succassively emphasising verbel,
#0 a9 to increase the probability of “reaching” each
that follovs esch experisnce can be focussd

and problep-solving skills
pamber of the group. Ths discussion

physicsl

op the opportunitiss which drama provides for sioultanecusly incorperating so-

sanble affort and vigerous sssertion of
characterization,

The Mubers Cane.

Form & circle of 15-30 people in comfortable
positions, Ask one person 1P s&y any mmber
from saro to nins, the pext person to repeat
that mumber and to enter one mors, bullding
suwulatively around the circle., Should any
person fail to list the mmbers in the right
sequence that perpson bas the sption of beglo-
ning all over again with one pumber. Stress
the goal of the gese——to complete one full
ciroudt of the eircls with oorrect repetitions
of the groving 1ist of mumbers.

1.2

Initially pecple will invent random sequancess
8+3-1-6 otc. Oraduslly they will coms to reo-
ognise that the goal allows for ordersd sequen~
cos 85 An aid O DANOTYS 1=23wim OF 2nfmb-8-
ste. It will then develop as & contest between
the "sequencars® and the person or persons who
insist on breaking the pattern. Croup pres—
sure mounts for conformity to the agreed upop
gase plan but w11l often yield to scocamodate
& nop-ssquential "sevan® in an even-numbersd
ssqusnce, The game poses a nice balance be-
twsap group pressurss and individual pesds

and provides for easy reconciliation of both
decands, It is intended &5 @ verbal [wefacs

to other sxperiences vhich poss squal but

personality traits axpressed through

less succinctly stated dsmands for sossmble
action.
{Supplied by Victor Miller)

Ihe Macnlne.

. Ask 2 person to move to the cen-
ter of the circle and start s machins-like
movenent, one usually characterised ty a
steady tempo movenent of oos part of the
body, Ome-by-cne other persens joio in by
adding to ths sovemsnt pettern set by the
first, perhaps linking am-to-arm or adding
1sg s vall aa torse movesent. Continue =
t11 a1l sembers of ths group are in the
"Machine,”

sup_m. Ask the playsrs io find & sound
thal sesms to fit their particular sovepent

pettern. Add these to the snsambls effort.
Tary the spesd of the machins by changing
tampt of efther sounds or movement, Add
"break-downa® of One OF BOT® componsote re-
quiring that other menbers of ths machine
adapt to fi1l 4n for the missing slament.

107 BESTCOPY AVAILABLE
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have heaped literary cosventions oo the word, attachsd narrow skill patterns to its sxweutics
and almost deprived it of ite original m,uumwhnmsm-urclohrmmnng

that "doing drsms® is requisite to learning,
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UNDERSTANDISG THE PEENONENA WITH WRICH DRAMATISTS WORK

EESEMEE ACTION
The_Flight.

Norking with a group of 6-8 active playsrs as
woll as with s group of participant/observers,
desigoate vith chairs or other objects &
201-30! course. Ask ths playsrs to wove from
cne end Of the cowrss to the other as quistly
as they can. Thap ask tham to retwn to the
beginning as though they wers sscaping froeo
acp under the very noses of the guardss

ko sounds=—but #» quickly as you can.” Coo-
tigue to increass ths hasards, the dirficulties
and gradually inject elsmsnts of character—
isationj perhaps one person limps or has to be
carrisdj others camot seej it's mooving) they
are in the Saharss they are in water thres feet
desp. Ask ths observers for suggestionss pev
bagards, new situstions, nsv problems to eun-
pountj but ramind the observers that they vill
have to solvy the same probless vhen their turm
comes up. Allow time for the *fugitives® to
devise soluticns, to axperiment vith the nev
situations and with their nsv characterizations
and to devise cocperstive means for srvival.
Suggsst role changes from time to time; perhaps
the leader sprains an sokle or the blind person
regaine sight, Rotate the player and obsarver
roles and encourage ingenulty but do not eriti-
cize stersistyped solutions.

DRAMA 2
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UNDERSTANDING THE PHENOMENA WITH WHICH DRAMATISTS WORK

EASMELE ACTION
The Machine, cont'd.

. After ths machine is working
000 and barmoniously tell the players
what 1t is that they are saking. They may
change their movaments and their sound to
scoopmodate that product vhethsr it be mmall
spearmint que drops or ths largost sour-
plckle qum drops on earth. Or, perhape the
enpeamble 15 ready to build s machine to moet
the requirements of & thames & pellution
saker or one to combat pollution; one to
make tsachers happy or ...!

1.0
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UNDERSTANDING THE UNIQUENESS Of INDIVIDUALS WITRIN A CULTURE

SENSCRY RECALL

Two salient points will emerge
who specifies the value of things ani (2)
the itexs .f our enviromment as well as by ..
dents will discover that, vhile each peraon is
values, derived from prior sxperiences and exp

from this ~xerctses {1) that it ia the individual
the ocur behaviors sre influencad Ly
reasctions of our group.
animated by a differsnt set of
ressed in varying ways, the success

Your stu-

of the group in recognizing and sccepting thess diverse value~judgments rests
largely cn the Frecision and consistency with which each participant cormundcates

=ith the group.

3,1 Ask the group to form & circle in standing
positicns, Duslgnate a point in the center
of the circle where there rests a very sall
imagioary object, Ank cpe of the group to
come into the center cf the circle, to look
yery carefully st the object, to decide what
it 1 and to determins which is ths best uay
to piek 1t up and o give it to another max-
ber of the proup—all with no conversation!
Each person vill in turn identify the abject
and yill help the reciplent to share in 1ts
idsntification by observing the ways in which
the giver handles it, body movements, facial
expressions and the tespo of wovemant. Init-
ially participants will want to concentrate
on the objest itmelf. Rut, with repotition,
the focus w111 shift as each person strives
to develop a total btody psitsrn sstabdlishing
the identity of the cbject and reflecting its
intrinste velues, welght, siza, configuration,
texture And perhaps tsuperaturs, color and
mmell. More importantly, your students vill
begin to nscribe extrinsic values sxpressing
their own assesmmant of the objects is it
preeioua? dangerous? fragile? 1Is it mine or
38 it o be sharrd? It i st this point that
you may begin to alter the naturs of the ob-
ject during the course of its exchange:

*lt's getting ecnld, coldery it's slmost too

Q cold to touch;™ etc. Or the circumstances

ERIC

Aruitoxt provided by Eic:

111

under which it 1s handled: "Itfs getting
darkj you can now scarcely ses it; now
you must €ind it in the dark,”

This experience can readily be extended

or restructursd, The objsct might be an
anizal or even s personj two or TS per—
sons mAy team up in recéiving the objectwwe
vith or without shared knovledge of its
1ientity——o0r perhapd sach person is asked
to make soms overt change in the objest de-
fore passing it on. But the central ob-
jectives remain the sames %o develop sense
caworias and sensory skills in relation te
an imaginary object and, in dolng so, 10
heighten recognition and scceptance of in-
3ivihua) differences,

Sope of the questions which you will ask
after ths experience will, of course, re-
fer to the “reality® of the game and the
degree to which individuals vers succoeps-
ful in suggesting the naturs of the ebject,
But the second round of questions will
focus on Individual differsnces leading to
the group's sceeptasce of varying value
structures dependent oo sex, sthnic back-
ground and on other individual differsnces
which defy oasy analysis.

DRAMA 3




UNITING IDEA WITH FORM

S IDE

The following exercises will take you and your group through a progression of
wap 1" experiences, from simple and largely static activities through complex

ipprovisations cestering on resolution of real-

life protlems. But, to profit

from these expsrisnces, sach player must agree te relax his or her often ten-

scious grasp on Preality,®
Treeg and Other Living Thingg.

4.1 Ask the players to find & spece in which

O
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each is comfortable and has room to move
freely in place. JYou may ask them to

shake out their hands, wrists, arms, shoul-
dorss.., fresing themselvas up in whatever
vays they are sccustomed to, and then re-
laxing. 7Tell them a story about a tres,
growing, flexing in the wind, reaching
dewn for water and up for sumlight, fur-
nishing s roosting place for birds, re-
sisting the wind and shaking off the 1ce,
alvays holding itself firmly in its ground
and groving ever mors firmly established

in oge place. Thep ask them to got on
their fest and to begin to feel 1like the
trae, responding tc your copmsntary 8s you
repaat the story. Allow time for the play-
ors to find the best ways in which sach can
®bo" g tree, Ferhaps some sounds vill helpj
the wind, the rain, the spow fslling oF the
birds loocking for s nesting place, How do
treee fall? Lightning, s forest fire, a cy-
clone cr perhaps the woodswan7 Wwhen each
player has fallen and is relaxed aak each
player to *ldnk of scws of the trees that
they know. How §s the oak different from
the cedar? Hov doss the young sspling dif-
for from the sstablished giant in the »
that it responds to the u!m or even to the
perching bird? Ask each player to *be” his

or her ovn favorits tree and to respond to
the same sorts of stipuli that yon bave
sarlder used, Perhaps you'll vant some of
the group to watch carefully, te halp you
vith making sounds, and to see how mawy
differont kinds of tress thers ara, vhat is
common to sach and what sarks each as dif-
farsat. Sme mamders of the group mAY
choose to team up in representing s very
large tree or in belng s elump of dirches.

Then you will vant to ask soms guestionst
How do trees fesll Are your arms and shoul-
ders tirsd? Do trees get tirod? Do tress
make sounds? Hov do you atiract sanlight,
catch the mamsr shower, protect yourself
against the vinter spows? Io all plants
behave in tho sape ways? Tulips, rosss,
sunflowers? You'll find that you oan ex-
tend this sxercise to include virtually
211 plant life devesloping resarkable akills
in psntonmime, insighte into nature’s cyelic
patterns and scological sensitivities.
(Supplied by Xatis McGuire)
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UNITING IDEA WITH FORM

ASSUGR AJOTHER IDENTITY
Anipals, Cogt'd.

Onoe your group has begun 1o dsal seriously
and confidsntly with animal "beings® you
may vant to provids situstfons in vhich so-
viromoents and motivaticns sre interlockadt
a nsw kitten i the barnyard or the circus
parade thraateped by rain, You may vant to
sncourage two or more playsrs to work to-
gether on an octopus or svsn to find ways
to regressnt tha peacock as he spreads his
magaificent plumage. You may vant to add
busan charactorsj the pet’s master or mis-
tress, the hunter or the circus ringmaster
and to axperiment with rhytims and sounds.
Ferhaps you'll wvant to vork vith music,
Prokofiev's "Pater and the Wolf,” Saint-
Ssens's "Carnival of Animals® or other
pleces frecly sdaptad to your purposes.

Other Peopls.

The climactic experiencs in this series ls
visstion centaring on pecple in con-
fisot within specific enviromuents. Given
» story, a folk tals, an historteal incident,
sach 1o sither totality or fragsents, maubers
of the group should now be ready to work in
soall ansembles tovard rsalication of brief
sed Scanes, fiva to ten minutes in
lsngth, The essentia) claments in virtwslly
all isprovisations are conflict, charscter-
isatiop and enviromsent. Each playsr abould
be awars of, responsive to and axyressive of
all elsments. A9 the leader, you may find
that you must provide all three in setting up
initisl “tmprovs.” Fut vith practice, your
players will scon be sble to seige upon one
or mors of the given slaments and to veave s
successful stene about it, Tvo approaches

11

’

ars coasonly practiced; one prevides stin-
ulus in narTsiiys forsj the other simply
provides the rav slements.

The narrative spproachs "Ths Green Coat.”

A parsnt and s child go to & depart~
pent store to vy a coat for the
child, The clerk helpe them find a
teautiful coat which has been reduced
in price for finmal salsj po return
possible., They bay it and the child
decides to wear it home. They leave
the stors only minutes before closing
timp. But they have gone only a fev
steps vhen a slesys falls off! A few
more steps and all the buttons fall
off, Thoy rush beck Anto the store
to got «e0s

{3upplisd by Arthur Torg)

The rav elaments approsch.

Spec a type of conflicts i.e.
anger/love, favor-gesking/envy,
thirst/asbition
Specify a sort of charscter-
relationshipt {.p., never-met-before,
pephav/aunt, vorker/tons
And some portions of ths envircmmoent!
the place, thes tize, the circimstances,
or sisply sawe objects which will fig-
ure in the scepe and the role of sach!?
i,e, ths macu as the precipitator of

; ths confliet, the salad fork as the
erisis-maker and the napkin as the
resolving elsment,

{Supplisd by Ann Thurman)
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ASSUMING AROTHFR IDERTITY
Insnizate Thinga.

Using scme of the smme technl’ s which
you ssploysd {n the "tress™ a oise,
you and your group may wvant to sexplors
"being" inanimats objects. You are a
telloon being blown up until you are
big axd fat. You float lightly io the
broess, highsr and higher, getting big-
ger and bigger until finally you bhrsak
and go s=3-s-9-9-3-ing around faster
and fastar fioally landing shapeless on
the ground, Or perhaps you ars an ice-
cube melting into s ssooth, widening pool
of water. Or a strip of bacon frying in
s pan, Two vords of caution beres try
to avoid suggesting or sccopting objects
for vhich there is likely to be a strong
ssotional attachment which would distort
ths sxerciss; avold sami-anioste plants
and other obiects which defy asscciation
with any but the sost bisarrs sction.
What can the squash be axpectad to do?
Perbaps oxplods, but pot 4n a normal
context!

Aulngds.

Asmming animal behaviors posss serious
problanss control, for ope, and the dan~
gor of superficiality, you will poed to
provids cuss vhich will lead peopls to
explore humanoid behaviors in animal
forme; perhaps & dog secking atteation,
turning to s persen for resoval of a
burr in its pav or & rabbit scamning the
garden for sany indication of an scemy be-
fore nibbling on a lettuce plant. Set up

UNITING IDEA WITH FORM

DRAMA §

problam-situations which propel both hu-
mans and animals into mimilar acticns;

{Act I of Shaw's ASIROCLES AND THE LION

1o a fine sxampls,) Modify or twrminate
the actiop st will, This approach, blend-
ing huzan behaviors with animal charsctor-
istics, actually suhances the abilities of
gour players to "feel® like asisals, "Hov
does & very long coat of fur meke you feel?”
*ihat do yon do because of it?" "Can you
see?" *Do you really nesd toT* Or, "how
do you walk as quietly s# & cetj as confid-
mthunndrrﬁm.mogbmm; ar
sajestically ap a show horse?
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UNITING IDEA WITH FORN

ASSMING ANOTHER IDENTITX
Qther Feople. Coptd.

Discussion i usually deferrsd umtil after
mmuumtx::mnumr-
itably foous on the ¢ t

resolution of the confldst, depth of char-
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CONCEPTS THROUGH PROCESS
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MEDIA EXPERIENCES

Because the media encompass aural, viaual and xinetic experience,
frequently within the same moment, they are Closely allied with the

way peopls learn, respond and create, This alliance, coupled with

the intimate or personal involvement of the doer, makes the media a
potent force in the lives of students as they strive for understanding

of themselvea and the world of people and things around them. The

medis provide a means for communications and for heightening perceptions,
whether they are exploratory in mnature or are focused on a particular
idea, feeling, aspect of the arts (rhythm, spacial relationships, movement)
or conceptual elements, decisions are mada, personal insights are gained
and the 'doing' person is recognized., The ™wentieth Century immediacy of
the media is enticing to all students,

The media experiences compiled in this section exempiify numerous
possibilities for uaing the madia creatively. There are few suggested
guestions or discussion tOpics because your intuition and understanding
of the situation and the student are the guides for questions to be
asked and comments to be elicited, Technical information is deleted
entirely. Thers are books, filmstrips, filmloops and local technicians
who can help you with such information. You will note that many of

the experiences could have direct relationships with various courses

or content arsas but for the most part they are designed to involve

the student in making a personal ‘statement.

117
ERIC BEST COPY AVAILABLE

Aruitoxt provided by Eic:



O

ERIC

Aruitoxt provided by Eic:

EXPLORING THE EXPRESSION OF FEELING AND IDEAS

With still camera take photographs which
make you fael happy or sad, tall or
short, relaxed or tense, valuable or
worthless...See if those who see the
pictures share your fesling.

On motion Picture document something,
somebody, someplace, or aome sctivity
which you think you know well and have a
feeling about, Select those images which
make clear to your audience what you
know and how it is that you know it.

On video tape, intervisw pecple

engaged in some work (labor, clericsl,
professional, public service, art, etc.).
Find out how they feel about themselves,
their jobs, their compunities, their fears
and hopes, their colleagues, ate.)

118
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NEDIA 2

UNDFRSTANDING THE UNIQUENESS OF INDIVIDUALS WITHIN A CULTURE

2.1 Meet 1n small groups and select
a topic--a4 place, an event, »a
situation. Each member of the team
should have & camera so that each person
has an opportunity to take the pictures
he or she thinks are appropriate to the
topic. {(1f you don't have enough cameras
for the whole tlass, the groups may take
turns on different daye. Some shooting may
be done after school and on weskends as
well.} Compare and contrast the rhotographs
takep in terms of what was chosen for content
and how each chose to look (point of view}.

2.2 video tape artists or folk craftspeople at
work. How do culture and/or experiences
affect the artists' point of view?

2.3 Make a film as if you came from 3 culture
where:
traffic signals absolutely controlled all movement.
or water, glass, and dirt are the only substances,
or there ie no ccleor,
or fire hydrants are holy shrines,
or everyone is two feet tall,
or filth is a status symbol.

114
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DISCOVERING THE AFFECT OF SENSORY IMPRESSIONS ON ARTISTS

3.1 Shoot a series of siides that make Yyou
feel free or trapped, elated or depressed,
angular or curved, Study your pictures.
In discussion, discover what the visual
gualities are that contribute to these
feelings.

3.2 Shoot a film that suggests sound, smell,
taste, and touch sensations. Explore the
interrelatedness of sensory experience.

3.1 With audio tape, record sounds or
conversations using nonsense syllables to
convey feeling.

O
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FEXPLORING THE PHENOMENA WITH WHICH ARTISTS WORK

Give 1 cupy of the same picture to 4,
every member of your class. The picture

should e large enough so that You can

see the details: it should have a lot of

action, because each one will make a
*f11m" at that location. The "film"
narrative, documentary, design, etc. Once
you have decided what kind of "film" you are
going to make, benin drawing screen-shaped
rectangles around each shot and number them
in o1der. The shots may be of the smallest
detasl or include the entire scene. Compare
and contrast the different “films™ found in
the identical rphoto.

may be

Selert a mrjazine photograph that appeals to

you. 1hen look for another picture that relates
to the first ia ways other than content. Snme
of these *nther ways® include Composition, color,
texture, shape, contrast, framing, lighting,
direcrtirn, movement. Then look for a third
picture which relates to the second by a
criterion different from the relatioaship

of one and two. Continue with another
relation<hip and apother and another...

Video tape artists demonstrating
their treatment of {work with) ihe
phen~mena of light, space, motinon,
time, sound or texture.
*spice (nr any one of the phenomeral
as considered by the sculptor.
painter, poet, filmmaker, compOser

For example:

NEDIA 4

sthe composer (or any one of the artists)
considers Space, motion, time, light,

sound and texture.



MEDIA 6

UNDERSTANDING THAT INTUITION, IMAGINATION AND SELECTION
ARE KEY INGREDIENTS OF ALL ARTISTIC FNDFAVORS

6.1 write down notes as soon as you awaken
about dreams you remember. In storyboards
or film, explore the images and "lngic” of
your dJdreams.

6.2 With a pile of random pictures develop a
sequence that is dream-like, fantasy-like,
Do not order the pictures narratively,
documentarily, or design/visually. Use just
“feeling-right” and intuition.

6.3 Do a storyboard or film about some abstract/
concrete concept [love, lonliness, being lnst
in spa~e) and let the feelings flow withnut
regard to linear logqic,

6.4 with video tape, interview artists at work
about how they understand their own human
and artistic processes,
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UNDERSTANDING STYLES AND CONVENTIONS
DEVELOPING PERSONAL STYLE--TRANSCENDING CONVENTIONS

5.1 Shoot one cartridge of film of a
single object. Begin by treating it
abstractly, dsaling with color, form,
texture, surface, and gradually treat it
more concretely and in context, Explore as
many possible variables of the camera you can
think ofs including, camers angle and position,
speed, camera movement, lens movement. focus,
light, light sources, filters and other
mediums through which you can shoot.

5,2 Study the work of photographers such as
Steichen, Ansel Adams, Alfred Steiglitz.
Take photographs like those taken in that
earlier era. What do technical changes have
to do with stylistic changes?

5.3 On video tape, interview the "avant-garde®
artists in your community. What idess do
they share with other traditional artists;
how are they different?

173
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INVENTING AND DEVELOPING VOCABULARIES, TOOLS AND SYSTEMS

£.1 With a blindfoided fellow studsnt, describe
in sounds, not words, some visual, tactile, or
taste experisnce, Let the blindfolded student
give feedback that ®nables comsunication to
flow. See how understanding develops.

8.2 wWith film editing, explore the vocabulary
of visual sequencing. Look at a number of
non-dislogue films and ses how peaning rises
out of images and sequences of images.

8.3 Video tape artists at work and ask about
their way of organising their work and the
systems they use which enable them to work.
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NEDIA 7

UNITING IDEA AND FORM WITH MATERIALS AND TECHNIQUES
FOR PERSONALLY SATISFYING EXPRESSIONS

7.1 wWith a series of slides or photographs, show
your class sosething, socoebody, or someplace
vhich is important to you. Show it in such a
way that your connectedness to the subject
is self-evident.

7.2 with audio tape, collect sounds which are
important teo you: then edit the tape in such
a way as to make that importance evident.

7.3 NWith found images from magazines, put
ten or more images together that SXPress
precisely your hopes, fears, or aspirations
about the future.

7.8 With video tape, interview artists copcerning
their perceptions about how and why they chose
artistic vocations. What kind of students do they
remember they were?

[
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UNDERSTANDING A NORK OF ART

9.1 Using recorded sound, tape or records,

9.

.3

devise alternate sound tracks for
fiims. How do the new tracks alter
how the f{ilms mean?

After viewing a wvork in one fomm, translate

it into another form. For example, after

seeing s photograph, interpret it musically

or through dance; after seeing a dance, interpret
it on film. How does this process aid your
understanding of the original work...or your
response?

video tape artists about their ides of

the ideal audience. Can spectators ever
understand the procsss of art making, or is
participation demanded? You may want to
intervisw some spectators also.

126
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MEDIA 18
EXPLORING RECREATION, ENTERTAINMENT AND RITUAL

10.1 Select any child's game, and film it
with great attention to form and
motion; or film it as a ritual. How
is your fi.. different when you think
in terms of ritual?

10.2 Film public entertainment avents: such as
parades, in such e way as to smphasize the
formal elements of art sxperisnces--time,
space, color, light, and sound}.

10.3 with auvdio tape, record children's games that
have repetitive verbal patterns; e.g. Simon
Says, or Giant Steps. Play them back at
normal speed, then faster and slower. In
what ways do these sounds rasemble religious
chant or folk song?

10.4 With video tape. look at ethnic ceremonies and
rituals within your community. In what ways are
these ceremonies and rituals capable of an
aesthetic analysis? In what wvaye are the
people engaged in form and questions of beauty?

127
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CONCEPTS THROUGH FROCESS

NUSIC



MUSIC EXFERIENCES

The experiences cctipiled on this set of cards ars protyyes for those in vhich sny and every
student may enjoy, understand and participate. Through thes» and similar expsriences, they
will

learn about susic
creatively express personal idean and {aclings

and discriminately select and evaluate thelr own and
other'!s endeavorss

The categories of exporisnces correspond to the 10 major concepts while st the same tioe
providing types or models for numerous other experionces that will cowe from your triggersd
imaginations. The sxperiences are designed to engage pecple in

pefceiving sound, composed or organdzed, envirirmental or natural,
ss an expressive nediium

recognizing their inner responses

openly experiencing music in all its fores and meanings

creating personalized expressions through compositicn and
inprovisation

svaluating through highly developed criteris that does pot
axclude controversial forms

developing skills as s necessary outgrovth of perscnal commitment

There are no grade lovels mssignad. As was Dentioned in the introduction to the concepts, if

a prrson i8 just beginning to form & particular concert, the type of experience is more import-
ant than the age of the person.

Many of the experiences, ss they ars written, pay bscume bases for min! courses or music studios.
Some atudents could probably pick up 8 card containing one of them and continus to work irdepend-
ently for some time. Other students vill nesd you to help them to select appropriate composers or
instruments, to find the necessary references, to lientify resource people or teo decide on thelr
experinents.

You will find that s deliberate effort has bean pads to find diverse and interesting ways of
bringing the inique facets of music to every student at every level of development.,

123
K BEST COPY AVAILABLE

Aruitoxt provided by Eic:



1.1

1.3

EYPLORING SOUND AS SEIRG EXPRESSIVE OF FEELING (R MOOD NUSIC

As quickly ss possible upen hearing a
sound {envirommentsl, vocal, instro-
zental) move the body {or part of the
body) to correspond to the feeling
the sound caused.

Reverse the situation, show through
action or body posture a fesling or
sood, and quickly supply a corres-
ponding sound,

Simulate s political, socisl or emot-
jonal situation {i,e, a political rally,
a football game, a lost pot} supply and
arrange appropriste sounds {words, susic,
gylisbles), Various members may direct
the group, working toward s definite
mood, fesling of excitement or vhatever
azotion has been identified with the
situation, As ar extension of this,
soveral emotions may be combined, the
spprofriste sounds being supplied and
arrangrd to convey thrse emotlons.

Closs your eyes and listen while a song
s sung vith s peutral syllable (1ls, 1a).
Show by head, arm and hand or total bedy
what the feeling or mood is — happy, mad;
funny, serious; etc, Talk about the elo=
mepte of the music that elicited the pare
ticular fesling or mood, Try singing the
song as & class so that the group sound
captures the mood, Try using 8 varisty
of classroom instmuments, dsoiding which
opes are approfriate to the mood and how
they should be played.

1.4 Listen to and/or record enviromsental

sounds, i,e.
wind through trees in lesf, with-
out leaves, dry grass,
through a narrow opening in
window, arcund flapping
clothes, swnings, window-
blinds
motor sounds, horns or whistles in
the distance, closs by
water Lumbling over stones, inte &
jug, = flat pan,trickling into &
cup, a basin, stc.
Cowpars and contrast for mood produced.
Use instniments te approximate the en~
viromental sounds,
Coopsls and/or cappose 8 sequence of
envirommental sounds that engender par-
ticular moods.

Plan and present a multi-imsge prograd
which exjremses the mood stimulsted by
a selected ecoposition, Make every
effort to couple the music and images
so that the identified response is
commumicatad.

Listep to and select paris of compo-
pitions (by the sape composer or dif-
ferent cooposers) that engender similar
soods or feslings.

Bote the instrmmentation, tempo, dy-
panics, rhythmic mtterns and melodic
line , .
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INVESTIOATING THE INFLUENCE OF TIME, mmmmmmmmmmswmnm

Observe machines in opersticn {at s coo-
structics site, in ap industrial plant).
fecord the sounds, Using hroad, quick
strokes of a felt-tip merker note di-

reotional movements of mechinery parts.
Listes to yuur recording, poting the

riytimio pattarns, tone quality, dyosmic
level snd pmoe, {(tempo). OCompare vith
drevings. Dewelop

your . your obeer—
vations with musical ccapositions of
Veress, Cage, , Stravinaky or

pmuﬂt&ghﬂoﬁnm,om
ddeas? ihat gumlities in their wmpic ex-
freps that feeling or idee?

2.2 Select severnl unfemiliar contemprrary

susical recordings. Don't worr; about
lsarning the titles. Iirt.o 1o the
music, Then nots the titls and axy
ccumsnts the casposer Day have made
sbout the music; vhere the ides came
from, vhat feeling was being expressad,
Compare the cowposer's ideas with your
OVD a8 you beard the susic, 411 com-
posers bave vorked out of historical,

sophical or scoistal circumstances.
listen to recordings of susic from other
tines and places, voting the influence
those circumstsncss had upon ths o=
positions,

131



3'1

O

ERIC

Aruitoxt provided by Eic:

MUSIC 3

INVESTIGATING THE INFLUENCE OF TIME, PLACE AND OTHER CIRCUMSTANCES UPON THE MUSICAL EXPRESSIONS OF

INDIVIDUALS

Percae soquainted with the music of out-
standing composers of various pariods.

{IT IS ™T NECESSARY THAT 10U DO THIS IN
CHRONDIOCICAL ORDER), Be surs to ressarch
the sompossr's sra ss to its philoscphical
and soctal convantions and historic happen-
ings that may have influsnced the oomposer

Compars the sound of Palsstrina's choral
music with that of Dach, Handel. uWhen you
sing or bear tham, is there a difference in

? tope quality? texturs? dymanics?
Ars there any similarities? If so, vhat are
thoe?

Learn to play s recorder; fors an ehsmble)
Yearn to play pusic by Purcell, Orlando
Cidbbons and composers of the classical Period
(Haydp, Mosart); try composing or isprovising
4in » contenporary Sanner wvith your recorder
ensmmble, Is there & ‘relationship’ betuesn
the sound of the recorder and contesporary
preforences? If so, what is it?

listen to the sounds of the harpsichord,
piace, pipe organ, electronic organ, elect-
rontc pianc and synthesiser. If possible,
try playing coopositions by Bach on several
of those oantioned. Mhich sound of Bach do
you prefer? Be frepared to defend your
cboice-

Compars the suoie of Handel, Viwmldi ...
with the muais of Delussy, Ravel ...
While 1istening, drav om 8 large sheset of
pewsprint with & brosd falt-tip sarker

tha pettern you feel in sach sxxmple, Use
different colors for differsnt patterns or
feslings, Hov are your dravings the same?
different? ¥hat are some of the sound
charscteristics of each susical axasple?
Are the charscteristic sounds different
bscsuse of instrusentation? phrasing? tex-
turs? rhytim? dynamics? melodic lines?
You may sant to transfer sme of your
dravings onto film and then couple the
rils images with the musmic, You may do
this by draving directly op the film or
by 'shooting’ in & darkened room with
colored lights, Share your impressions
with others. How are the meanings of the

1istened to and compared?
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INVESTICATING THF INFLUENCE OF TIME, PLACE AND CIRCUMSTARCE OPON THE MUSICAL FXPRESSIONS OF CROUFS

Select and research a particular histor-
ical sra of a particular people.

Dovelop s multi-sensory enviromeent that
{ncludes muaie, enviromental sounds,
spoken language, 8ights amd textures,
geographic features, foods, costime,
fibors, decorative design. {You say
want tc corrslate your work with your
studies in vorld cultures OR you may
vant to develop the enviromment for
pther groups of students,) If your
class divides into groups of thrse or
four studente with esch group propar-
ing an spviromment in an sppliance
packing case, you will have a mmber

of cultures refresented and will be

sble to make irmediste comparisons.

1
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MUSIC 4

Prepare & collags {an sudiotaps) of the
sounds of various eultures ss exmplifiad
in thedr folk susics
Japapese and/or Chinese
Indian
AMrican
Spanish
Asabic
Averican Indian
Slavic ..»
Compare by soving as you feel the music.
{Much of the folk music is an express-
1on of celebration or ritual and there-
fore danc and singing are natural
complesonts
Do you feel the differences in rhytis,
tone quality, dymamics, tempo we¢ ?
Search out the original words to some
of the melodiss and compare their
"fsinoas™ with the English translations.
If porsible, listen to and learn the
original vords from scopeone who Speaks
the langusge. Attend a folk festival or
a performance by a group such as the
STambouritzans.” Explore the feel and
sounds of folk instruments, Flay s
either, dulciper, mandolin, flute, ete.
You may want to investigate any or all
of the {ollowing questions:
Has every culture nsde mpusic
on string instmments? wind?
percussion? How do they make
the instruments? What shape,
what decoration? what matarials
ars ussd? What kinds of sounds
do these instmuments make?



EXPLORING PHENOMENA WITH WHICH COMPOSERS WORK WUSIC §
LEARNING ABOUT TIMBRE AXD ITS AFFFCTS

4,1 Co on & ‘hear and feel' hunt., listen to #,1 Arrange for an ensemtle of percussion,
the sounds madr bty striking, plucking and wind or string musicians to perform,
blowing vbjects in the enviromment until to intersct with you and your compoger
gou find soundn that are 1, the softest, frisnds and to develop A spontanedun
nost swothing, oost oellow sound you ever composition directed by you or one of
heard, 2, the clearest, most ethsreal, your friends:
most soaring, and 3. the harshest, most
vitrant, most shattering sound you ever Cafe
heard. (You may want to set up other fompose 8 simple melodic jettern and
descriptive categoriss,} Find s texture ask the wviolinist to play it; have
that 'suits’ each sound, Ferhaps it is the melodie pattern repeatad by viols,
the texture of the object that produces cello and bass - interchange the
the sound, Try matehing the acunds on mttern among the instmments, play
susical instruments, with your voles, in unison and tuild in intensity. Try

with classroom instruments, Try pro- the same procedure with a wind or per-
ducing these s.umds io 3ifferent regis- cussion ensemble, the basip belng s
ters ~ higher or lower, How does this pelodic or rhythmic pattern.

change affect the sounds? How does it

affect you? Organize throe sounds in e

vy that exjressss your inner foelings

about them. Use either the environ=

sental or instrmmental sound, or com-

tinations nf both,

5,2 Select rhythm instrumrnts to use vith
certain songs or recorded music hecause
of their appropriatenens of tons quality
to the feeling and spirit of the music.
Try other instnments. Are these other
instrnuments appropriste?
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NUSIC 6
FXPLORING PHENONENA WITH WHICH COMFOSERS WORK
LEARNING ABOUT TINERE AND ITS RFFECTS

0.1 Flay the sound gems of identifying the 6,2 Ask a group of friends to explore with

voice, the instrment, the family of
{nstruments vithout seeing them. Con-
sider the mood produced through the
timtre and intansity of the sound.

you the sound qualitiss of gix or
eight ™instmuments™ thst groduce sound
by shaking (tanbourines, caracas, pins
in & tin box, paper clips in a paper

box). Decide on several with similar
tinbres. As one persop begins, the
pext joins in, matching the intensity
a8 closely as possible, until all are
ing. Another group could sove in
sintlar fashion, st first wvatching
players, later by listening only.

Q 1:)5
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MosIC ?

EXPLORING THE PHENOMENA WITH WHICH COMPOSERS WORK

LEARNING ABOUT PITCH AND ITS AFFECTS

Arrange sots of ‘instmments’ having def-
inite pitchesi 1.r,, chimes, saxophonses,
tope bells, metal rods or pipes, pecples
voices, whistles, ete., in various pat—
terns of high and low, Compose s aimple
‘melody! that expresses your feelings
about & happening in your day. {You may
want to make a set of flutes or whistles
of clay or woodj experimenting with the
placrment of holess decorating them so
that they express the spirit of a flute

or #histle or your simple 'folk meledy.')
Try forming » dance mttern and lyrics to
your melody. Share it with others. Have
scme people sing your song, others dance,
and atill others form your orchestra. ¥ou
may have to use m notation Jystem for your
susicians, sing=rs and dancers, (If you
den't know one, learn ope or invent one.)

Arrange sets of 'instriments' having in-
definite pitches in various petterns of
higher and lower, Inject spmopriste
definite pitches, Experiment with your
arrangemont, sounding ope indefinite
pitch against and with anothery develop
s ousical shape, Then try the definite
pitches in the same way. Which do you
mefor? Be prepared to defend your
choice, Listen ic the music of varicus
copposers such as Varese, Stockhausen,
Harry Partch, Xenakis, Chavez, How do
these copposers use definite and indef-
inite pitchen? Te what murpose? For
what affect?

743
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Flay matching pitch games:

. Une person establishes the start-
ing pitch and interval, Others
1ndividuslly match the piteh and
interval by singing thelr pames,
ponsense syllablea, napes of ob-
jects, If a category has been
established, anyone who sings the
name of something outside the cste-
gory must change the pitch pattern
and others who follow use the new
pitch pattern. Notste the inter-
vals and scales, becoming familiar
with seconds, thirds, ete, You
may mrke the game mpore complex by
doveloping 4t in the ganner of
Toch!s "Ceographical Pugus=.”

. Complets s melodic phrase by sing-
ing an appropriate pitch. Note
the differsnt sffects achieved bty
differing scale tones of cadences.

Cowpose a sipple melody on resonator
tells using s distonic seale, then
copposs one using a pentatonic scals.
How i3 the feoling of the sound dif-
ferent in sach? Which scale would
you use if you vanted Lo exyrass graat
joy? Why?
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MUSIC ®
EPFLORING THE PHENOMENA WITH WHICH COMFOSERS WORK
LEARNING ABOUT INTENSITY AND ITS AFFECTS

8.1 Experivent with various rhytim instrusents 8,3 Put together s sound and projected
and catesgorize them sccording to their loud- inage progran that pressnts your in-
ness and softnesss 1.e8., cymbals ~ louds pressions of relationships beluesn in-
finger cysbals « soft.) Try different ways tensities of color. {Think about the
of playing ihe instruments. How do you hue and intonsity o the image, ways
soften the sound of any particular instroe in which you can incorporats the
ments {.e., brushing the large cymbal vith actual pusical symbols for dynamics.)
the fingertips or a vire whisk? Does such Discuss your progran with others,
action change the timbre? Select instru- How are their impressions different
ments t0 use for accompanyment to particular from (ths same as) yours? Became
SONZB,. familiar with the vocabulary of in-

tensity and use it in your discus-
sions. Share your Frogram with
8.2 Exporiment with the dynamics of songs. Con- younger students.

duet 8 group of singers sc that the same

loudness {or softness) is maintained all the

vay through the piscej then arditrarily

{i.0. every third measurs, overy other line)

increass the intenaity; then, if dynanics

are indicated, conduct the piece as the

copposer intended. (You say want to tape

your experisent so that you can listen to

all of tham before selecting.) Discuss

the differances. HNov do changes in Sintene

sity of sound affect the sxpressive quality

of & composition?
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EXPLORING THE PHEMOMENA VITH WHICH COMPOSERS WORK NUSIC 9
LEARNING ABOUT HARMONY AND ITS AFFECTS

9.1 Select s scng you koow, one you have writtsn 9.4 Sing ssveral well known rounds, lio-
or coDpOse & nov ope. Sing esch pots quistly tan to the vertical harmony resulting
vhile you explore the sutobarp for shords from the linear melodiss. listen to
that support and 'sound right’, If you have recordings of or analyse ths notation
the music notated, write the pames of the for rounds, canons, polyphonic forms.
chords above the staff o that they are Study the historical develomment of
l1ined up with the potes, haroony «

Marny muaic books have the autoharp chords
alrsady written with the songs. Check
your choices sgainst the book, If there
are differsnces, {ry it both ways. Listen
to the differences and find out why they
zay have happened.

9.2 Investigate the pitch relstionships of the
strings oo folk instruments such as the
guitar, banjo, dulcimer, zither anxt suto=
harp, learn about the tuning and playing
of these instrnuments, the vay the sutoharp
plays choris, the fingering that is neo-
essary for the others, Listsn to their
timbre and intensity; and select one that
you want to play vell. A8 you become mors
froficient, develcp chording for folk bal-
lads, spirituals, hymns and songs you have
MWM.

{The chord organ may be an interssting ex-
perience for these who play the planc,)

9,3 Learn to identify major and mimor chords.
1isten to various axamples of compositions
in major and mimor keys, diacussing chofce
of harveny in each case.
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EXFLORING TME PHEROMENA WITH WHICH COMPOSERS NORK Music 10
LEARNING ABOUT DURATION AND ITS AFFECTS

Watch & track and fleld team practicing.
See the attion of legs, arms and body.
Hear the pownring of feet; the swish of
aros, the thuds of bodies and equimment.
Count the steys between hurdles, before
a pole vsult, the wind up of the hamer
thrower, etc. Notate the movement pate
terns of the hurdle juopers, bread Junp-
ers, pole vaulters, eaVeun and discus
throwers, runners, (If you alresdy know
the common symbols for long and short dur-
ation, use thez; if mot, invent & gysteam, )
BsBr ¢stsea == T T s = - = OR
might be the sovement pettern of s hur~
dle fumper. hat vould it look like if
the jumper magged the hurdle on the WAy
over? Dsing s length (apm. & ft.) of
magnetic tape, "draw® your notated pat-
tarns on the tape by pierclng, scratch=

, Darking the mrface. (You will
want to experiment a bit first so that
you can control the tyyre and durstion of
each scupd produced by such Tethods.)
fisten 1o your taps, odit 1f necessary.
\isten to other peoples tapes, Develop
s sound collags, “Track and Fisld," ar~
ranging the sound durstions in signifi-
cant snd pleasing patterns. Listen for
accents, syncopation, tempo and pessi-
bilities for organising the rhyt/m inte
regular patterns, Score the entire
sound collage, Try-using band or or-
chestral instrispents te produce the
patterns an} spirit of your sound enl=
lage, Select those that are most spprop-
riate accoriing to timbre and intensity.
Decids on pitch cequences, dynamics. Fer-
haps some of the sounds will lend them-
selves tc descents, Orchestrate, Share

your composition with others. Coordin-
sto & fils collage with your sound col-
1age.
Just a fev alternative beginning
pecintas

Rames of {risnds, classmates, teach-

ers
Words in the news
Musicsl terms
Words of a poem
Vatching & filmed dance without the
sound
Studying mrchitectural features,
pobile and pedestrian traffic pate
terns sod other facets of city
life
following s streaw through woods
and fields
{or watch "The Water Says”
Churchill Filps, without sound)
Favorite pop songe
A reminders You may have to tuns your
sar to learning and feseling durstion
by repeating the initial section of
this experisncs in a number of differ=
ept situations,
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NUSIC 11

FEXPIORING THE PHENOMENA WITH WHICH CUOMPOSERS WDRK
LEARNING AROUT DURATION AND ITS AFFRCTS

11.1 Selsct s! random a mmber of musical scores
or susic tooks. Nt the tempo indicated
on each. {Sometimen this is numerically
notatel, roortimes with words.) Set a mete
ronome at the desiymated tompes, Try to
fae] what is prant by sndante, sllegro,

= 120, ete, Try singing or playing some
of zelected pieces at & trmpo other than
the one & signated. What happens to the
spirit of the gusic? Ask one of your
classsates to play or sing one of his or
her zelactions and to allcw you to tell
what the irsipnsted tempe is. Listen to
recordings «f tone puems, movements of
syophonles, ojeratic arias, Jazr, country
western, rock and try to identify the
tempo, thinking all the while of the moci
or Freling the tempo engenders. Choose
one - yoar own coppositions and play or
sing it at lifferent tempos. How does
the feeling of thr punic change vhen you
alter the tirpe?

11.2 #hat ir the rrlationship betvevn tempo and
soie? Find a piece of music you can sing
or play that is written in a sajor key and
fast tmpe. EBxperinent with changing the
key tc miner amd the tempo to slow. Toy
pthar combisnations == fast, minor; slow,
major. Hew in the feeling of the music
changa~i? The rodr? The Trpo?  Both?

11,3 Flay matching seter games:
tisten tc three selections and choose
the twe tlat are the same.
Listen to 8 selection sung or played
by 8 clanmate and identify the meter.

O
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11.4

140

How is mrter differentiated frox e
rhythsic pattern? How mamy differ-
ent meters are theter? How fovs
sccent help y u t fientify ant e}
the poter?

Flay or sing 8 musical relection in
mrteors other than those lesignateds
f.00 8 waltz in &/, tize, s march
in 3/¢ time, etc, How does mnter
affect the spirit ani feeling of
the music?
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INVESTIGATING THE WAYS COMPOSERS (INITE IDFAS

AND FEELINGS WITH FORM

As you liaten to, play and sing music you
will hear the various =Ays COmpOsers have
organired scuni. Move your arms, all of
you if you like, in movrments saggestod
by the flow uf music as you listen tc or
sing songs, surh ass

Michsel Row the Reat Ashore

Sometimes I Feel Like & Mctherless Child

Havah Nagilah

Erie Canal
which one makes you ferl ss though you
should meve in a quick, choppy way? in a
flowing, Sweeping way? 1n a soappy vay®
What caguses this change in feeling?
Which has chant-1ike phrases? Which one
has s form ~hich is similar to the thir!
povement of Reothoven's Symphony M. 37

11st, then sing srme of the songs you know
and while singing theo, hear and fesl the
phrasing in each, 1s there a particular
phrasing pattorn in ost spirituals? tal-
lads? lymns? What are these patterms or
forms? What kindt of feeling s given to
the entire piece by the phrasing; the rep-
etition anl contrast cof phrases? Select
cne of the selodies from yowr journal or
compose & new uvfe.  Think abcut the ides
or freling you are irying to express ani
vaye in which you can amplify that ilea
and feoling by rephrasing, repeating the
phrase, medifying the phrase through
changing the cajence or adding svariations
suct as syncepation, sioging or playing
the phrase pattern on different tomes or
in Aifferrnt keys, Add words if you like.

1141
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Onee you have fully developed ynur
composition, share it with your
friends ~nd ask then to identify the
phrasing pattern. Discuss with ‘hem
the feelinps they experieneni as they
1intenet t , sanp ~r playel y ar masie,

Think of an svent in yiur lay.

#uild & pentatenic peledy on orec nator
tells,

Ald a contrasting section tv orrate A
t<o part (AR} copposition, Repeat the
first section following the contrast-
ing section, to ermate s three part
(ARA)} composition. Add an introluct-
ion, interlude and/or coda to the
copposition. Add two more contrasting
sections to create a rondo (ARACAVAY.



13.1

13,2

ERIC

Aruitoxt provided by Eic:

INVESTIOATING THE WAYS COMPOSERS UNTTE IDRAS
AND FEELINGS WITH LARGE FORMS

14sten to aerveral oxamples of:
concertos opera
cantatas musiral
symphonies

dancs sultes
Fote the similarities within each forw
and the differences asong the various
forms. Think about the effect of the
fors on the idea or fesling exprossed.
Then recollsct an svent in your own
11fe (or imagine one), select one of
the forms that you think is most ape
sropriate and develop s ons mimute
composition that reflscts on your 1ife
event. Fnlist instrivaptalists to
help you in orchestrating your compo-
sition.

Select & comic strip and cowpose s short
opers, sulte or symphony in which each

section captures the mwood and spirit of
anch picture in the strip. You DAy Do~
tate your music so that others may pro-
duce it acourately., If you choose the

operatic form yru will want to consider
the tevwelepeent of the librettc as well.

Listen to and compare Ravel's Bolero and
Honegger's Facific 231, What are the
similarities? The differences? What
susical comjonents are emphasized? How
i3 the form delineated by their use?
How in they affect youwr response? Using

Muslc 123

percusaion instruments compose a plece
that smphasizes one of the basic susical
components used io folero and fyeifjc 1.
Could you compose s simijar plece uping
vocal sounds? If so, what changes, it
any, would you make? wWould the sxpress-
jve offect be the same} different? if
dirferent, 1n vhat ways?

142
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UNDERSTANDING STYLES AND CONVENTIONS MUsic 14

EXPLORING THE CRIGIN OF STYLE

Conposers develop ways of sxpressing themselven through
susic that beccoe acceptad modes, Hovever, because
copposers are aleo individuals searching for uniqueness
and quality of exprassion, these very modes are challenged.

posm you selected, {Scme composers have
developed new instrments in order toO
have the sounds they wanted. ) Develep
your accompanizent and share it with
your classmates. 1isten to their's.
Record each, if possible. HNote the
Jikenesses brought sbout by use of sim-
ilar instrucents apd one theme, and the
differences brought about by the individ-
ual imagination and feelings of the
people who copposed the arconpaniment 5.

Fut together a sound collage of rogresent-
ative music frop that eraj that is, ths music
the people listened to in their homas and at
concerts, Analyze the music as to types of
instmments that were played and thear soundse.
Aqy modes of phrasing, designation of melody-
carrying instrmments, accepted organisational
aspects, stc. Then discover vhich composers
vere vriting during that sra, listen to their
sounds, HNow are they different? alike? Nind
out how the sounds of these cOmPOSerSs Wers ao-
cepted, (Biographers are of great help in
this.) A5 a follow up to your sudic taping 14,7 Similar experiences may be developed
and research, put together a visual abstraction— through the use of pictures, visitations
{color wash, germetric pattern) perhaps pro- to galleries, observations of festivals,
jected — that reflects on the spirit of the sports cvents, politicsl rallies, rte.
accepted music of the era and another set for and by using the voice and musical in-
the nev scunds of that era, How are they dif= struments as sound accoppendment. It is

ferent? alike? Share your progras with your
friends. Discuss with them the spmopriatpess
of your visuals for the pusic. You may want
to share your insights with younger students
taking along scme of the tnstmments that vere
used ard allowing them to discover some of the
sounds these instruments make.

As a class, select a poss {or write ope) to
which you can vork up an accospaniment. Pind
out how many varieties of sounds you can mske
vith faatliar classrocs instriments) tamtour-
ines, dnms, bells, claves, stc. Uss different
itemp to strike them, ahake them, stroke thewm,
keoping in mind the ferling or spirit of the

igportant in each inmstance that you focus
attention on how Ipu fgel inside as you
see, touch, taste or hear, Your feslings
pay be entirely different from the person
psxt to you and that is fine; take advan-
tage of that difference; this helps you

1o develop YoM Siyle.

13
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MUSIC
UNDERSTANDING THAT INTITITION, IMAGINATION AND' SFLECTION ARF
KFY INCREDIENTS OF ALL CREATTVE ENDFAV'®3D

The processes used by composers varies {rco person Lo person,
Sdme work within highly organiged structures ss with the mathe-
matics of twelve tomes, others work spentanecusly as the
"thoupht ntrikes them,™ Whichever the cq -, intuition, tmapin-
a’ion and sclection cannot be overlock: i,

Working in groups of £ cr & people, select
two pitches instruments and two having in-
detfinite pitches. Choose the instruments

at random. Allow the sounds made by the
instrme-ntr to influsnce the general orpan-
1zatiun of the plecr. The conductor 1s
really the compeser in this experience, for
upon hearing the sounis and variations th-
conducteor makes slmost instantanecus de-
ciainns, Which instrument or instruments?
in succeszion? together? How lowd? How fast?
If 8 tape recorder iz used, instant playbackt
wvi1) All~ £or & ore aslective decision making.

Clr 0w thres seunls you woudd llke to include
in 8 o zpoaition, oo elther envirommental
sounds or classroofm instruments. As ronduetor
you determine tie order of sounds ani the cvrr-
all glan 0 Y dmpeovisetlon,

Quickly write fcon weris or phrases that rep—

resent Aan 1:08 or rec¢ollectisns of 8 dream, 8

fan'amy, r tlingc you ~oudd like to do, Day

the woric, cotutllishing s spoken rhythm. Be-

gin vocslicing *he wiorils, ascigning pitches,

timtre ani ‘ntensity to them until you have

resolve! a o ocprsitional form, Ask youwr

frienia ¢ help y-u orchestrate your compo=

sition by rinFing the tones and patterns a8

¥y e ntr, l ‘1 ‘1

i>



16,1 wWatch people at work orF play.
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Aruitoxt provided by Eic:

LEARNING VOCABULARIES, TOOLS AND SYSTEMS

Analyse
their actions for the dooinant sotions
apd tlose that are camplementary.
(is,0. 8 sh. emak~r hammering nails into
place in a heel is comjlacented by
buzzing buffers, clipping smirs to re-
move nail heais, swish of {ye brush,
sanding whine to remOve rough edges cf
leather, etc.} If you fo nct play s
pusical instricent, ask your {riends
wvho d¢ t play under your idrection.
Describe tc them the sownd you want
to hear., l=arn the descr{;‘ive vo-
cadbularies, e«g., intonsity 1s de-
seribed ss l:ud or soft, pitch as high
or low, The more specific you are,
the mcre likely you Are to get the
scumd yru w=rat.

161

Working in gruups o DElsting -f at
least ope conductor and three io-
strumentalists chosan because of

their instrwent's pitch Jdiveraiey

and timbre, select s comie strip for
which music will be written. The
axphasis cf your compesing should be

on eapturing the mood and spirit of
esch picturr. Ask thoee vho are
playing the instriments to help in
potating the susic, Use whatever
dynamic symtols and vocabulary that
you need ip crder thst andther group
may groduce yeur cumposition scourately
and expressively. Read a music critic's
descriptisn cf & performance. Note the
descriptive v ogtulary used.

it.a

11

MUSIC 16

Flay "Mystery Melody" games

, Think of & melody silently ani tsap
the rhythe of one or twoe phrases,
1 no one dentifies the selectionm,
give asiltional clues with contour
irsving in the sir or pitch level
signals. If thers is still no
{dentification, place notes on A
gtaff in their proper locations.
{The staff msy g persanently
drawn On the board, be on s bulletin
board or permanently irawn on the
floor.) If there is still mo 1ienti-
ficstion, msk someone to supply the
ryllsbles, {do, me, sol, sol, sol,
ia, ls, scl} whila clapping the pr-p=
er rhyttm and accent.

Flocr the notes of the opening phrase(s)
of s selecticn on the chalk boari staff.
First person to ideatify the piece may
put on the next. (If two sre notating
at once, there vill be no time 1sg.)}

Try the above games vith phrases other
than the firs’.

Read & pusic critic's descripticn of a
performance, (Preferably one you have
attendsd.) Note the descriptive vocab-

used., How does it compars with
the vocabulary & composer or conductor
ugses to direct a performance?

)
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UNDERSTANDING AND EXFERIENCING MUSIC

Sensing the composer?s approach is an isportant key to the apprec-
iation and understanding, though not mecessarily the enjoyment of
susic, Something —— its rhythns, melodirs, pooi, whatever — maY
sttract your sttention to the music even though you do not under-
stand 1t, In many cases you feel it and its peaning &s not trans-
iatable. If you open your ears and inner selves to sesking the
music’s form or attitude or origin (soein], literary, prycholopicald
it« praning and quality will beecame more cleRr.

After you creare and share your pusic, dis-
cuss listening strategies in relation to your
vork, Ixchange perceptivns with your sudience.
Compare your strategies with the way you de-
veloped understanding ani sppreciation for
footlall, btassiall, tewling, ete.

14aten to & -ork such An "Avores Ne. 17ty
John Cage or "hanshos ® bty Henry Cowell,

sten t. it soversl timen,  Imoediately
Jot town symiols or « ris 'hat reprosent
the ideas or feelings that you hear? in=
siie yourself as yeu listened. Compare
your resctions with yiur clasmates, (v-
turgine what kind of reaiing, research,
further listening ani cther 1ife exper~
tences would help yoi * 0 wnterstant and
appreciate such mucle, Hos have com-
posers changed the "rulen of the game?”
You may frllow the same procedure with
the music of cther conpesers, both ¢ ne
terperary And  F Cter fdnern,

Review tie outline for "artists in the
schoel - * presented s8s an "Arts Experlence”
and arrange for rurk s zusic happening in
your scheel,

BEST COPY RVAILABLE
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Aruitoxt provided by Eic:

UNUVERSTANDING MUSIC AS ENTERTAINMENT, RECREATTON AND RITUAL

Some musie 4s mostly for the people singlng and playing, soms ostly for
the people listening and some mostly for tdemls of truth or werahip. Who
makes the susic and how and vhere they make susic can give a clue as to
the kird of purposs the music may have, “Without music 1ife would be a
mistake,® Nietzche

Go on 8 susic hunt with your tape recorder.
Find: chiliren oinging as they play, workera
singlng or «histling, adults singing to young
children, pecpl~ dancing or just listening,
Expand the 1list and for each exapple, record
s sample - the music and note who was making
the music and the circupstance. Couwpars your
findings vith others in your class. Discuss
your conclusions as to the form of the music,
1ts moed, why music wan evon in evidence,

Think of the rituals cr ceremonies you may have
seen or participated in. What are the gualities
of a ritual? what special events are coming up
on your schorl calendar? In yowr 1ife? Try to
dovise a ritunl for the occcasion, Compose the
pusic, write the lyrics, design the plsce and
scyvements and perhaps CostgsAs,

A question for your research and considerstion.
A philosopher, Mietache, sald, "Without ousic
1{fe would te s mistake.® Do you think he would
be ip faver ¢f Muzak?

147
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DEVZLOPING SKILLS AND SENSITIVITIFS

Developing control of the phepowenon of sound depends upons
vorking for accuracy and clarity, perceiving with discermment,
recognising imner responsss, understanding a variety of ap-
proaches and sxperiencing sound 28 a crestive exprsssion of
1deas and feelings, Sonsitivity s heightensd through every
music sxperience, vhether these be learning about, creating
or evaluating and snjoying music. The following are sops af
the types of experiences that should be soughts

Singing solc and cheral susic expressively 19.¢ 1dstening with personal inyolvement —
ferling the sounds, opening yourself
to newv experiences.
Flaying an instriment or several instruments

expressively
» in snsambles
. 88 & solo artist
. for perscnal pleasure

Composing expressively through the use of the

#lecents:
» pitch
. duration
. thbre
» intensity
ani the concomitant elaments ofs
. oDelody
« harmony
. Twihﬂ
. forn
. tempo {pace)

. texture {density}



WRITING

CONCEPTS THROUGH PROCESS

144




WRITING EXPERIENCES

There are those who srgue that writing is one of the ‘media’ snd
therefore should be included with “MEDIA® as an arts area. That
same srgument, howsvar, would place art, music, dance and drama in
the media framework also and sach of the arts has characteristics,
appeals and creative modes that are distinctive and persconal.

Nriting has, of course, elways been part of the curriculum of the
schools, perhaps because much of the communication between teacher

and student has been in the form of the written word. This is probably
the reason why writing has not been given its due as an art form,

The experiences includdd in this packet are intended to help students
and teachsrs to move writing from just utility or function to its

rightful place ss an art. Many of them focus directly on puetry
because this particular form is so frequently neglected.

150

ERIC BEST COPY AVAILABLE



1.

O

ERIC

Aruitoxt provided by Eic:

2

WRITING

EXPLORING THE VERBAL EXPRLSSION OF UNDERSTANDINGS,

FEELINGS AND VALUES

wWith a group of your friends stand or sit
quietly and i1nconspicudusly in separate
rlaces where you can observe the same group
of people. Jot down words that you associate
with the feelings, sounds, expressions of
which you become aware. Compare your
jottings with your friends. S5ay the words
ioudly, quietly, fast and slowly. How

does the meaning change with the manner

of speech? from person to person? What
connections are there between what is

meant and the scund of the word? Write

a paragraph in which you explore some

idea or emotion which you have observed.
Find out who else has written about the

same 1dea or emption so that you may compare
and share your insights.

Select several poems tin translation) from
various languages which deal with similar
subject matter. Discuss the poems in
terms of the emotional and intellictual
values they communicate. What are the
differing cultural perceptions? Why
might the individual poet have been
motivated by the particular subject?
experience? Listen to recordings or ask
people who speak the language to read the
peems in the:r original language. Do you
recerve the same feeling from the words?
wWhy 7

1

.4

Write a paragraph in the first-
person assuming the identity of
another (perhaps famous) person.
Speculate about the ways other
people teel! based upon what you
know about them, even if that
information i8s stereotyped.
difficulties did you have in
assuming the “persona” of another,
in attempting to think and feel

as another person?

What

See experience 7.3.

=t
—



WRITING 2

UNDERSTANDING THE SIMILARITIES OF MEANS AND FORMS
OF VERBAL EXPRESSION WITHIN A CULTURE

2.1 Search cut examples of poetry {in 2.2 Search out recordings (or pecple who
translation) of various cultures could make recordings) of:
and periods within that culture’s ‘poems that are distinctly
Bistory. Do not neglect grougps such as characteristic of a particular group
American Ilndian, Japanese, Polynesian, of people
Hindu and the various African cultures. 'music of that people played on
How may you characterize the writings instruments that are distinctly
of these peoples? Are there distinctive representative (i.e., the sitar, the
forms and what are the distinguishing koto, the balalaika)
features of these forms? What are some -dances that are representative of that
of the ways in which the poems change people {video recordings or films
because of meaning or intent? or actual dance groups)
Some suggestions for additional search- what are the links among these and
ing: with other forms of expression of a
‘Does every Culture have poems of particular group--the tones? the
the *"nursery rhyme”® flavor? If so, movement or flow? the rhythmic patterns?
what are their topics; how do they the philosophic view of life? the
flow; what are their purposes? energy?
‘Who was “Mother Goose”? Once you have the “feel of the culture®,

try putting yourself into the poet's
role and write a poem that reflects
the flow, rhythm, form of the culture.
Is this possible to achieve? Why?
what do You have to know, to do,

to be?

—
[ |
o
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UNDERSTANDING THE UNIQUENESS OF INDIVIDUAL FOETS WITHIN A CULTURE

Select an event {political, soc:ial,

a schocl or community affair) and
participate in 1t as an active observer,
doer or facilitator. Jot down highlights
of feelings. ideas or happenings.

Expand your thoughts either orally

with a tape recorder or by writing phrases,
single words, complete thoughts on paper.
Adjust them, reorder them, expand them

as you feel you must in order to say

what You want to say, in order to Convey
what you mean or feel.

Share and compare your work with your
friends. MHow are your poems different?
Do they all give the full narrative of
the event or sare some of them emotional
expressions about the event or do some

of them pick out specific situations or
characters within the event?

Write an “acrostic®--a poem in which

the first letter of sach line spells

a word or group of words as it is read
vertically, (The Puritans used this form
as an elegy. A good acrostic employing
the Name of the deceased was a sign that
the deceased was ‘saved'.)

Read a free verse poem by wWillianm
Carlos Williams. Compare the diction
{language) to the word choices made
by Shakespeare in one of his sonnets.
{This cculd develop into a larger
discussion about the nature of rhythm
and rhyme, and even the "thematic”
form of the sonnet--presentation of a
problem, expounding and developing
problem and resolution--as compared
to the aims of free verse: natural
speech rhythms, etc.)

out of what circumstances have

these two poets written? What were
the outside influences upon them?

the inside influences? What might
some of the topics be if Shakespeare
were writing today?

prab
|
-

WRITING 3
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EXFLORING THE PHENOMENA WITH WHICH WRITERS WORK

Make a list of any 10 words. Fronounce
them carefully, asking your friends to
decide which words appeal to them most

in terms of 11 the scunds of the words.

2) the meanings of the words, and 3} their
associations.

Sample list:
because
dark

that

house
stagger
explain 4.4
ain‘t

cat

piney

wondet ful

which words are alive? Which are
neutral as far as evoking sensory
respunse? Which are the least
appealing i1n the terms suggested
above?

4.%

Mistranslation., Listen to » poem in &
foreign language {(such as Pablo Neruda’'s
"La Huelga"). wWrite down in English what
you think you hear. Read what you have
written to your friends, Some of the
*poems mistranslations” will make logical
sense., Others will simply be a collection
of images. Discuss the ways in which you
have had to rely solely on your auditory
sense to create with words.

Contemporatry Foets are primarily
image-makers (as opposed to being
narrators). An image is language
which causes the reader to imagine
phystical sensation.

NRITING ¢

Read the following lines
1} "a drowsy numbness pains my sense”
2} "A beaker full of...the blushful
wine”
3) "verdurous glooms and winding
mossy ways”
4) "soft incense hangs upon the boughs”®
53  “The murmurous haunt of flies
on summer eves”

Discuss which senses these lines cause
you to imagine.

Make a list of five things which have
happened to you during the past

week (things which you feel are
important). Select one event and
write a paragraph describing it and
causing the reader to imagine it

in terms of each of the five senses.

Select a rhyme nr several lines
of a poem., Read them aloud. Rewrite
them. For example:

Mary had a little lamb

whose f{leece was white as snow.
And everywhere that Mary went
The lamb was sure to go.

or

Mary owned a small lamb
with snowy fleece
which followed her
wherever she went.

Do the two versions mean the sawne
thing? Are they the same thing?
#hy? what is the effect of altering
the rhythm?
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WRITING 3

UNDERSTANDINC THE IMPORTANCE OF UNITING TDEA WITH FORM OR PATTERN

Compare the various modes that sere used
with works such as Beowulf, "My Last
Duchess” and "The Soul Selects Her Own
Society.” How do the modes differ

in terms of the poets’ attempts to
express their exprriences and cultural
values?

Search out examples of narrative, dramatic
and lyric modes among contemporary
American poets l(or any other culture of
your choiecel. Try to find those that
reflect the same topic or thematic
material. Decide whether the poet Could
have used a different mode and still
obtained the same feeling or idra.

what 1s it within the person of the poet
that determines the mode of expressicn?
For example, what are the possible

reasons why Emily Dickimson selected

the lyric rather than the dramatic mode

to express herself? What were the thematic
concerns of Anne Bradstreet and Edward
Taylor? How 41d these concerns affect
their writing and ours three hundred

years later?

Write f.ve sentences on a prece of
paper: The first two sentences are
t begin with the word “Tree® or any
other word of your choices the third
and fourth do not begin with *Tree”,
and the fifth adain begins with the
word "Tree™.

what formal pattern unifies the sentences
i terms of image and theme? what is
the subie~t matter ~f lines three and fovr?

5,4

A basic mediwn for many ports is the
line. Look at some poems in both
traiditional forms and free ver ..

How are the lines structured? How

and why is rhyme -mployed? Familiarize
yourself with the ‘erms “enjambment”
{run-on line) and "closed line.”

wWhat are the different effects
achieved by a line of poetry which
ends with some punctuation mark as
opposad to a line which doesn’t?

po closed lines always create an
emotional resolution in the reader;

do enjambed lines always create
tension? What does line structure

dn?  wWhy would @ poet be so toncerned?

write a four line poem {(peirhaps
rhyming ABAB) in which each line 1S
closed. Then rewrite the poem
employing emjambment. Discuss

the differences in the techniques.

See experience 6.2,
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6.1

WRITING 6

UNDERSTANDING STYLES AND CONVENTIONS
DEVELOPING PERSONAL STYLE-~TRANSCENDING CONVENTIONS

Search out the names and some of the
works of poets or writers who are
known for their individualistic

or convention breaking styles. For
example; Gertrude Stein, Isak Diensen,
£.E. Cummins, If possible listen to
recordings of the artists reading their
own work. What is it about their work
that makes it different, that breasks
with traditinn? How does the 'break’
give meaning to the work that would
not be there had the artist used
conventional forms?

The placement of words on the paper can
intensify or :nfluence the meaning and
feeling. Recollect something that
happened to you recently; an event in
which you participated, a dream or idea
you have had. Think of your recollection
in the content of the shapes of words

or things, of high points and low points
of feeling, importance certain aspects

of the event or idea, etc. Toy with

the placement and size of significant
words on a sheet of apper. For example:
1f the word Joy 1is printed in small,
concise, even strokes in the lower right
hand corner of an 8% x 11 sheet of

paper mean the same thing as joy written
in the shape of a roller coaster 4 inches
high and 11 inches long?

some additional thematic suggestions:
»*1 AM"--words taking on the shape

of me

-"The Street wvhere ! live®--words

and phrases. lines of poetry which
through shape, size, spacing, rhythm,
sound give a roncrete image visually
and verbally.

**That Time”

*"That Person”

Prepare a set of overhead transparencies
or slides using either 1llustrations

of word associations or calligraphically
written words, Develop s sound tape

to be used in conjunction with the
slides. Share your assemblage with
others and discuss your nsights with
them,

{You may want to check out Words and

ataldo

Calliqraphy for Children by Jokn C
and Concrete Poetry: A world View by Mary

Ellen Solt.




UNDERSTANDING THAT INTUITION,

IMAGINATION AND

SELECTION ARE KEY INGREDIENTS OF ALL ARTISTIC ENDEAVORS

7.1 Recollect and write {in prose) one 7.4 HNork with one of your friends.
of your dreams. Select a single aspect Take turns making a sound vocally,
of your dream experience which you feel with a part of your body or with
15 most interesting and render it in something from the envirenment. As
terms of images in a free verse poem, guickly as possible write down
a symbol for that sound. Remember ,
Share your poem with your friends and a symbol reflects the meaning of
use the poem (along with the originsal the sound to you as well as the
dream description) as a basis for reproduction of the sound. Also.
comparison and discussion of your own you may have to make up syllables
processes of selection. nr words.
r
7.2 Locate first drafts and completed Poems T i
{(by Yeats, for example) and distribute d n
copies of each to your friends., Discuss n
the changes which have occurred and the P
possible reasons why the poet made them.
How is the poem improved? How is it Share your symbols with others. See
changed? if their icterpretations of what
you have pPut on paper are what Yyou
7.1 Go on a sensory hunt. See things, feel intended.
things, hear things, taste things. Narrow

your sensing powers to ons particular sense;
i.e.. hearing--listen to the sounds around

you, Jot them down phonetically. Don't

worry 1f some of your jottings are not

known words. Use sige and placement to
indicate significance, your innex responses

and reactions. Don’t ponder over your jottings.
Put down the first thing that comes to you.

You may reorder or delete or add when You

return to Your classroom or home.

by |
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8.1

WRITING 8

INVENTING AND DEVELOPING VOCABULARIES, TOOLS AND SYSTFMS

Just as words are carefully chosen for their meanings and

relationships within a poem or parsgraph,
to describe and evaluate the written text are

the words that are used

highly specialized. The

more exact these words are the more mesningful is the communication.
Consistent use of terms is important from the initial experience to the

highest level.

Select an obiect {coin, feather, etc.) 8.2
and write a few sentences describing how

the ohject feels, Name some other
thing you've touched at some time which

eels most like the object you have
been writing about. Name something that
1s most opposite in feeling. Discuss
figurative language: the process in
which the reader will make comparisons
by considering one idea of image in terms

of another: use the terms "simile®
and "metaphor.” 8.3
what do the following mean literally?
what does each mean figuratively?
1} "He has ants in his pants”®
2} "iIn last night's game the Yankees
axed the Red Sox.”

3} “YJohn growled.”
4) “Because I could not stop for

Death. He kindly stopped for me.”

8.4

§1 =The "Nffice of the Presidency, Sir,
needs a man with a little gray in
his hasr..."

Read & critigue that has been written
of a particular poet or writer's

work. Note the vocabulary that was
used by the critic, Compare your
interpretation of the critic's view
with your friends' interpretations

of the critic's view, Hov are the
interpretations the same, different?
why? How do you know what the critigque
1s all about?

Organize and present one of your

poems as a multi-media program. Openly
discuss your poem with others. Make
note of the differences and =<imilarities
in interpretation: those that were
constant among all the viewers;

those that seemed to elicit diffarent
reactions. Decide whether you want

to maintain such diversity of
interpretation or whether you can

make changes in the program or

possibly the poem itself that will
eliminate the diversity.

See experience 7.&--developing a
ditferent system.
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9.1

9.2

WRITING 9

UNDERSTANDING A WORK OF ART

with a group of your friends, write
a coliaborative poem, There are any.
number of topics from which to choose or
consider one of the following:
The Fictional Us--each person writes an
untrue line about him-or-herself,
‘A Celebration of Us--each person
writes a line that "toasts” the group
-z Street School--each person writes a
line characterizing the school
-Y Street--each person vrites 8 line
fantasizing or describing the neighbor-
hood in which he or she lives.

As & iroup listen to the lines as they are
read. Decide on the order in which they
should appear. Decide on any word

changes, rhythmic pattern, rhyming
patterns that should be established. You
may want to develop a super-concrete poem
that would hang in your classroom or school
hall, or to develop a multi-media program.

Make arrangements for & poet or writer to
read his or her work, interact with you
and your friends by working with you as
you write, and to talk about the origin
of ideas for writing.

(See outline in Arts Experiences.)

9.3

After hearing a reading, discCuss

your inner responses, what you need
to know to understand the form of the
poetry, what kinds of experiences would
help you to f{eel more comfortable
with it, how you may remedy your
feelings of inadequacy. Perhaps

you will want to read or to hear
additional works by the poet, listen
to records, find out more about the
topic, style, check on the vocabulary
or the metaphors, etc,

1HY
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WRITING 10

EXPLORING FLAY, ENTERTAINMENT, AND RITUAL
AS POETIC FORMS

10.1 Listen on playgrounds as children 10.3 Play the analogy game by taking
play, in nurseries as children dress. turns writing self-portraits using
on CoOrners as people talk, in churches other living things that most
as people worship. Make mental notes closely remind you of yourselves
or write down the rhymes and rhythms when doing certain common things
of such everyday activities in which such as walking, talking, etc.
people participate. Note the
occasions when people seem to naturally 10.4 See popcorn ritual in Art Experiences.

give a poetic style to what they

are saying. Collect and put together
a multi-image-sound program that
celebrates living-~your friends, their
activities--and share it with them.

10.2 Observe and listen at a football game
or other sport in light of ritualizing
the various aspects of the occasion.
Note the atmosphere, tempo, rhythm.
Develop the ritual so that others may
participate in {t.
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WRITING 11

DEVELOPING SKILLS AND WORRING STYLES

As you work to refins your skills and your personal

style you will find yoursslf spending murh time in the
exploration of the writings of other pecple of both

past and Presant times; in becoming keener perceivers of
the pecple and things around You; more aware of your inner
Tesponses to thess things, people and ideas; more critical
of the lines you write and more intensely occupisd with
writing, jotting, reordering and revising. You will find
that in most cases the bast feelings and ideas for you
come from within yourself, Somatimes, however, the best
way to identify those feealings and ideas to find out what
other artists (dancers, composers, filmmakers and playwrights,
in particvlar) are doing and saying,
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